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ABSTRACT
This study examined the impact culturally relevant pedagogy (CRP) on the continued
participation of African American male chorus students in a choral classroom. Many high school
choral directors have difficulty recruiting, motivating, and retaining male students in their choral
classrooms. However, this study researched five 11th and 12th grade African American male
students who continued to participate in my choral program. These students were freshman and
sophomores when I became their new chorus teacher at the start of the 2018-2019 school year. I
collected, analyzed, and compared data generated from interviews with each student participant.
Researchers such as Ladson-Billings (1995; 2009; 2014), Gay (2002), Howard (2001; 2003;
2013), Kim and Pulido (2015), and others prescribe a theory of CRP as a recommended teaching
strategy for African American students and students from cultures different from that of the
teacher. This qualitative study using components of narrative inquiry to elicit stories from these
five African American male participants (11th and 12th grade), determined that CRP had a
significant impact on their motivation to continue participating in chorus.
Data was collected using the following protocols: semi-structured interviews, teacher
lesson plans, choral handbook, curriculum mapping, concert repertoire, and parent emails. After
a three week investigation, the goal was to successfully answer the following research question:
To what extent has culturally relevant pedagogy influenced (or not) the continued participation
of high school African American male chorus students in a choral classroom? During the
narrative inquiry method of this study, the participants reflected on their high school choral
experiences over the past three years and how those experiences impacted their continued
participation in chorus. The data analysis process revealed several emergent themes between the
five study participants. There were seven common themes shared between the study participants

that matched tenets of CRP. However, the study revealed additional themes not related to CRP
tenets.
The study revealed that a positive classroom environment could have lasting impacts on
students. Four of the study participants expressed the desire to continue participating in music in
some capacity beyond high school. This research expands on current empirical studies regarding
CRP and teaching strategies to best educate African American students. Ladson-Billings (2014)
expanded on her earlier research recommending that CRP is a teaching theory designed to equip
teachers to best educate students from various cultures.
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CHAPTER 1
INTRODUCTION
“The world in which most of us live is a world in which everyone has a calling and
occupation, something to do” (Dewey et al., 1990, p. 23).
Music can move the soul. Students around the world are exposed to music at a young age.
As students grow older, their interests in continuing in music education sometimes decreases.
This study is an investigation into two approaches for choral direction: the traditional approach
and the theory of culturally relevant pedagogy.
In the traditional approach, teachers may appear ‘colorblind’ (Williams & Land, 2006)
and teach in a way where all students are viewed the same regardless of race, culture, and socioeconomic status. The use of the traditional approach may impact the participation in music
programs for some students. The theory of culturally relevant pedagogy (CRP) encourages an
educator to create a caring, collaborative, diversified pedagogy promoting equity and social
justice while considering the holistic experiences of the students (Ladson-Billings, 1995). This
dissertation is a reflection of this author’s experiences as a student and instructor of music
education.
The introduction and chapter one of this dissertation reflect on my high school choral
experience, the influence that my chorus teacher had on my personal and academic development,
and how the teacher-student relationship impacted me for the rest of my life. I will reminisce on
the factors that motivated me to become a choral director and, as a male black high school chorus
student, to continue participating in music education. Additionally, I will discuss what I see as an
issue with teachers who use a ‘colorblind’ method of instruction. In this chapter, I discuss
motivations and influences for conducting this research, my conceptual framework, music
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education philosophy, theoretical perspective and epistemology, research design, and research
procedures.
Previous investigations focused on the challenges high school choir directors face with
recruiting and retaining male students in choirs. Demorest (2000) and Freer (2019) discussed the
stigmas and gender discourses that high school male students often associate with singing,
causing them to avoid the idea of participating in choir. According to these researchers, high
school choirs tend to have large numbers of girls where male participation is low to nonexistent.
However, I, as a male Black high school choral director for 14 years, always maintained a
considerable number of both boys and girls in my choral programs. In the 2020-2021 school
year, 283 chorus students participate in my program and 71 of them are male students (33 tenors
and 38 basses).
Although my students often express their admiration of my musicianship, they also
express their appreciation for my caring personality. My students, especially male, view me as a
father figure and counselor, and I believe that being a male, black chorus teacher is intriguing to
them. Milner (2008) supported this teacher-student interaction when he asserted that male
educators play an important role in the social development of male students and that students
often view their male teachers and coaches as father figures. My teaching is a reflection of my
past high school choral experiences and teacher-student relationships. I subscribe to the theory of
culturally relevant pedagogy (CRP) Ladson-Billings (1995) in which I create a collaborative,
caring, and diversified pedagogy that promotes equity and social justice and considers the
holistic experiences of my students. I believe that most chorus teachers show some evidence of
CRP in their classrooms, but CRP is most effective when chorus teachers make deliberate efforts
towards creating a CRP classroom environment.
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Personal Motivations
In 2020, I attended a district-wide choral department meeting, and one of the discussion
topics referenced the challenges choral directors face with recruiting and retaining boys in their
choral programs. During these discussions, I reflected on my experiences with student
recruitment. My high school choral programs always had high male participation; however, I
could not help wondering why some teachers found it challenging to retain boys in their chorus
classes while other teachers, like me, did not have that issue. This dilemma caused me to reflect
on my first experience with high school choral singing and the factors that motivated me to
continuous participation.
Rationale for The Study
Too often, not all teachers subscribe to this theory of (CRP) instead believing they should
treat all students the same regardless of their differences (Salvador & Kelly-McHale, 2017).
However, these same teachers express instructional challenges with student achievement,
motivation, and student attendance. The theory of CRP could inform the instruction of these
teachers and possibly provide positive results with diverse students. Numerous studies, including
those by Ladson-Billings (1995), Gay (2002), and Kim and Pulido (2015), support teaching
philosophies that address tenets surrounding CRP. The studies highlight teaching strategies for
African American students and children from cultures different from that of the teacher.
The term CRP was not used during the early 1990s. Based on my knowledge and
understanding of CRP, I believe my chorus teacher created a CRP-rich environment. The use of
CRP was instrumental to my development as a young black man, as a musician, and in helping
me achieve academically as a student.
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Purpose
The purpose of this study is to uncover if CRP (Ladson-Billings, 1995), supports equity
and social justice for African American male choral students, and if positive teacher-student
relationships could lead to high student choral achievement and continued participation. This
qualitative study consisted of narrative inquiry as the methodology examining the motivations
and interests of male African American high school chorus students. My research topic is
“examining the influence culturally relevant pedagogy has on the continued participation of
African American high school male chorus students in a chorus classroom.”
The study began by meeting with my school principal and the district chief equity
compliance officer. I had the opportunity to present my dissertation prospectus, addressing the
details of my research proposal. As this is an under-researched topic, I decided to focus my
research on students within my own classroom. The leaders were encouraged that the research
topic aligned to the district’s current equity plan. The chief equity and compliance officer is
actively collaborating with school leaders to develop and implement a systemic process for
identifying and addressing inequities that impede student engagement and academic achievement
while also maximizing community engagement. Examining my current students and why they
elected to continue participating in my choral program was of interest to the school leaders.
This research also causes me to reflect on my own experiences as a chorus student, and
how my chorus teacher’s impact on me influences how I teach. After listening to what the chief
equity and compliance officer and my principal had to say, it made logical sense to me to
conduct a self-study into the impact CRP has on the continued participation of African American
male chorus students within my program. Based on the results of the study, a similar
methodology could be implemented at other schools. Furthermore, the results could assist with
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professional development and inform possible additions to the district’s equity and compliance
initiative while expand on current empirical studies regarding the impact CRP has on African
American students.
When I accepted the position as choral director at South Central High School (SCHS)
(pseudonym) in Fall 2018, the choral program consisted of approximately 300 students with
declining in student interest and participation. Parents and students previously requested
schedule changes to drop chorus for the 2018-2019 school year. At that time, I was the third new
chorus teacher since 2016. The principal did not renew the contracts of the previous two teachers
because they could not manage their classrooms nor the program. The principal, parents, and
students described the previous two years as extremely disorganized and chaotic. Even though I
was aware of the major task ahead as the new choral director, I was motivated by the challenge.
This is currently my third year as choral director at South Central High School. Most of the
students who were in nineth and tenth grade during the 2018-2019 academic school year
continued participating each year. These students are currently in 11th and 12th grade. Even
though the choral program is ethnically and racially diverse, this study examines a cohort of my
11th and 12th grade African American male chorus students who continued to participate in
chorus.
My approach to choral instruction is drawn upon the successes of my previous teaching
roles and reflections on the impact of CRP and positive student-teacher relations when I was in
high school. Often, I relive my high school choral experiences by creating a similar environment
and teacher-student interactions within my classroom. Reflections of my high school chorus
experience often resonate with me as I interact daily with my students. Likewise, hearing and
reading testimony from my former chorus students and how I impacted their lives, heightened
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my desire to understand the potential impact CRP might have on the continued participation of
African American male chorus students.
CRP-My Personal Narrative and Teacher-Student Relations
CRP was a practiced teaching and learning approach that my high school chorus teacher,
the late Dr. Robert Ekstrom, fostered. Dr. Ekstrom taught standard choral literature that included
repertoire that appealed to his predominantly black chorus students, often asking our input on
which choral selections we would like to perform at upcoming concerts and events. His teaching
strategies, educational framework for teaching African American students, and classroom
environment helped us acquire the knowledge and skills needed for academic success. His efforts
parallel the McGee Banks and Banks (1995) framework on multicultural education. They
suggested that educators should reconsider their approach to teaching by ensuring that they
recognize and embrace the cultural differences within their classroom. Dr. Ekstrom focused on
music that was relevant to his students while using developmental practices that related to CRP
which allowed him to foster a caring learning environment that addressed learning styles,
morale, student engagement, and collaboration (Sampson & Garrison-Wade, 2011).
As his student, it was apparent that both my academic success and emotional well-being
were important to him. He was very supportive and provided opportunities for me to grow as a
student leader, singer, and accompanist. Figure 1.1 on the next page is a picture of what Dr.
Ekstrom wrote in my tenth grade yearbook which demonstrates the level of his involvement in
my academic achievement and development.
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Figure 1.1
Autograph of Dr. Robert Ekstrom. Photo taken from my tenth-grade yearbook (Lindblom
Technical High School, Eagle)

“Best of luck to Larry Robinson, without a doubt the finest, finished concert pianist it has ever
been my pleasure to have as a student. You are the only one ever to supersede even the great
Charles Floyd and the speed demon George Cooper. They were great, so you know what I think
of you. To accomplish all you’ve done in so short a time is amazing. You are accompanist for
Lindblom’s choir, the male chorus, the girl’s chorus, and the mixed chorus. You are first tenor in
the school’s male quartet, first tenor in the male ensemble and the madrigal singers, school
pianist, accompanist and piano soloist for school assemblies and choir concerts. Besides that, you
are president of the choir and accompany other groups and soloists. You have given your own
recital, have won second place in a five State contest in 1981 after two years of lessons, and this
year won second place in a six State contest. You also won first place in the 220-yard dash in the
State. I can’t say enough for you-how I appreciate all you have done-teaching the parts, playing
for the choir and assemblies. You are also a wonderful person. I am proud to call you one of
mine. Mrs. Miller is also proud. She started you. Keep working with me and we will go far
together. Long after I am gone, you will be one of the world’s greatest. Your admiring music
teacher- Dr. Robert Ekstrom” (R. Ekstrom, personal communication, 1982).
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Dr. Ekstrom designed his lessons from standard western European choral curriculum,
which included, but was not limited to, music from the renaissance, baroque, and classical
musical periods. In the effort to recognize and appreciate our diversity, he provided students with
opportunities to teach music from our African American culture, such as gospel, rhythm and
blues, and jazz music. We performed a diverse genre of music at our choir concerts, which not
only provided us an opportunity for cultural expression, but also demonstrated our learned vocal
skills and ability. As I interacted daily with my teacher and classmates, I began realizing the
value of my talents and my calling in life. I accepted Jesus Christ as my savior at fifteen years
old which shaped my world view. It is my belief that God gifted me in music and piano
performance to bless and inspire others. These ideals inform my ontology, which, throughout
life, constructs the nature of my being. This has become my reality, “a world in which everyone
has a calling, an occupation, something to do” (Dewey et al., 1990).
CRP Recognizing All Cultures
CRP, as Ladson-Billings (1995) prescribed, was embedded throughout my high school
choral experience. However, these experiences seem to coincide best with the revised version of
her theory of CRP. Ladson-Billings (2014) suggested that it was time for a revision of her
original theory of CRP (1995). My high school choral experience seems to mirror that of her
later framework. In this new framework, she discusses her work with hip-hop and spoken word
as a culturally sustaining pedagogical practice. This remix of the original theory of CRP is not
limited to the African American culture. It recognizes all cultures and provides an understanding
of culture in general, and engages questions on equity and social justice.
As I further reflect on my high school choral experience, the caring, family-oriented, high
academic achievement, and mentoring environment that my chorus teacher created, were
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significant to my continued participation in high school chorus. Perhaps, due to the lack of
cultural relevance in repertoire selection, Black students who have open access to choral music
programs elect not to continue participating in chorus for the entire four years of high school.
The purpose of this study is to investigate the potential impact and influence of continued
participation in a high school choral music program. This will be a qualitative study into the
potential impacts of CRP on the continued participation of African American high school 11th
and 12th grade male students in a choral classroom.
Conceptual Framework
The conceptual framework of the study is viewed through the lens of the philosophy of
phenomenology (Husserl, 2012), the learning theory of social constructivism (Vygotsky, 1964),
aspects of the methodology of narrative inquiry (Clandinin & Connelly, 1990), and the theory of
culturally relevant pedagogy (Ladson-Billings, 1995). I will discuss each, the philosophy,
learning theory, and methodology, and how I view each of them through the lens of CRP.
Figure 1.2 is a comparison chart providing a visual account of how the tenets of my conceptual
framework connect with my research. Figure 1.3 on page 11 provides a visual depiction of the
conceptual framework.
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Figure 1.2
Conceptual Framework Comparison Chart
Phenomenology
Husserl

Social Constructivism
Vygotsky

• Lived, bodily,
in-the-moment
experience of
social
engagement

• Social interaction
essential to learning
• Social interactions
between
students/teachers
• Cooperative learning
• Students interacting
together

• Recollection of
past
experiences

• Study of
human
experiences

CRP
Ladson-Billings
•
•
•
•
•
•

Narrative
Inquiry

Motivation
Engagement
Collaboration
Holistic experiences
Empower students
Supportive learning
community
• Equity/Social Justice
• Reflecting on shared past
experiences

• Researchers/Participants collaborate
• Favors the intersection with the social
world
• Language shapes social narratives

• Understanding and sharing
human experiences

• Participants reflect on experiences
telling their stories

• Validation of homecommunity cultures
• Identity development
• Celebrate cultural heritages

• Language shapes cultural narratives

• Relationship development
• Caring Relationships
• Managing student emotions

• Participants reflect on experiences
telling their stories
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Figure 1.3 Visual Depiction of the Conceptual Framework
Conceptual Framework

Philosophy
Phenomenology
Husserl

Culturally Relevant Pedagogy
(CRP)
Ladson-Billings

Methodology
Aspects of
Narrative
Inquiry
Clandinin and
Connelly

Learning Theory
Social Constructivism
Vygotsky

Phenomenology
There is extensive work on various philosophies as they relate to music education. This
research focuses on student reflection of past lived experiences and how those experiences
impacted their learning. Phenomenology, knowledge construction from past lived experiences,
align directly with the aims of this research. Edmond Husserl is accredited as the father of
phenomenology, and he maintained that knowledge begins from lived experience (Moran, 2005).
Husserl (2012) asserts that phenomenology focuses on the lived, bodily, in the moment
experience of social engagement, which first begins with the recollection of past lived
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experiences. This philosophical view can be applied to music education, focusing on real-life
experiences and how people engage with music. Phenomenology is a process where one
intentionally spends time considering relevant and lived experiences (Sokolowski, 2000). In
essence, every conscious act is purposeful, and learning from past and current experiences,
translate into knowledge. “It is the study of human experiences and the way things present
themselves through such experience” (Solowski, 2000, p. 2).
Phenomenologists express the importance of the physical bodily experience, which
encompasses the mind, feelings, and emotions. These human attributes are essential for music
performance (Sampson & Garrison-Wade, 2011). When music teachers of large performing
groups such as chorus, band, or orchestra engage with their students in rehearsals and concerts,
students are experiencing the real-life bodily aspect of music education. Some of the following
choral techniques that are addressed in rehearsals and demonstrated in concerts are examples of
embodied experiences: rehearsing warm-ups that include bending and stretching exercises to
relax the muscles, standing while singing a variety of vocal exercises and breathing techniques,
and singing various genres of music both in rehearsals and in concert performances. These are
examples of approaches that help students and choruses have successful performances, where
they experience the emotion and passion that resonates from the beauty of listening to and
performing music.
Participating in large performance groups while considering cultural relevance is a great
way for students to experience the bodily, emotional, and mental components viewed by
phenomenologists. Husserl (2012) expressed how “reflexion” and “current human experience are
types of experiences which essentially belong together, and phenomenology functions to
distinguish between different reflexions analyzed in systematic order” (p. 152). Using a
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phenomenological perspective, when I reflect on my past music experience and events, I often
connect those past experiences with my current experience, which translates into knowledge. As
a means to promote equity and social justice, I support CRP, often matching my instruction with
students’ cultures, highlighting the essential connections among curriculum, social interactions,
and culture.
Connections Between Education, Social Interactions, and Culture
Transparent relationships between curriculum and social interactions among teachers and
students are essential in the development of CRP. Dewey (1926) asserts that education is a social
process when it comes to children, and school must represent life connected with home and
neighborhood experiences. Relating to music education, this social connection with education, as
Dewey addressed, works well with music students in secondary education. High school chorus
students enjoy all forms of music and dance as an artistic way to socialize (Kim & Pulido, 2015).
Modern music such as rap, rhythm and blues, hip-hop, rock, and other music of interest to
students helps foster student collaboration with music and culture. Selecting choral music from
the vast repertoire relevant to African American culture, for example, could attract more student
involvement and appreciation of the music curriculum in general for African American students.
Teaching music such as gospel, rhythm and blues, or hip-hop, in addition to the standard western
European choral literature, supports for the recruitment and retention of African American
chorus students (Kim & Pulido, 2015). Allowing students to connect with their culture while
achieving academic success should not be a matter of cultural conflict for them; rather, it should
be the standard upon which learning and the cultural connection is based (Sampson & GarrisonWade, 2011). Developing a music curriculum that includes the experiences and understandings
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of African American students, also drawing on non-traditional music domains, increases student
involvement.
Sampson and Garrison-Wade (2011) assert effective music curricula foster a cultural
climate based on community, develop critical literacy, empower identities, and create more
opportunities for student input both inside and outside of the classroom. These are goals that
parallel CRP and provide a way for students to maintain their cultural integrity while succeeding
academically (Ladson-Billings, 1995). Social constructivism is the theoretical perspective
embedded in CRP that drives my choral music instruction.
Theoretical Perspective and Epistemology
Social constructivism, according to Vygotsky (1964), is the learning theory that
influences the teaching of choral music and is a critical perspective of this study. Vygotsky
(1980) talks about one of the features on how children learn, through the creation of a zone of
proximal development (ZPD). He asserts that “learning awakens a variety of internal
development processes that are able to operate only when the child is interacting with people in
his environment and in cooperation with his peers” (p. 90). Cooperative learning and student
collaboration are built into the standard choral music education infrastructure, where students
divide into sections according to their vocal parts for rehearsals. Here, students collaborate in
their vocal sections and learn their vocal parts to assigned musical excerpts in preparation for full
chorus rehearsals. Some of the choral vocal rehearsal techniques, often physical, cover things
like breathing exercises, melodic phrasing, vocal diction, and enunciation. Additionally, students
demonstrate collaboration and cooperation when engaging in rehearsals and singing activities in
preparation for concerts, festivals, and competitions.
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Social Constructivism
The social constructivist paradigm is strongly influenced by Vygotsky, as he is known as
the founding father of social constructivism (Liu & Chen, 2010). Vygotsky (1964) believed in
social interaction as an essential part of learning; thus learning in social constructivism builds on
the social interactions between students and teachers, as well as, students interacting socially
with each other. Vygotsky’s theory of language development included fostering an effective
classroom where students are actively interacting with each other and where cognitive dialogue
that includes discussions that promote open communication and thought. According to Vygotsky
(1964), cooperative learning is a part of creating a social constructivist classroom, where
students not only work one-on-one with each other, but also with the teacher. Social
constructivism also connects with culture. Vygotsky (1980) asserted that teachers should
recognize the diversity of their students and embrace their differences. Here, Vygotsky discussed
the distinct connections in all aspects of social constructivism when he referenced his ZPD
theory. As previously mentioned, ZPD is described as a zone where learning occurs when a child
is helped in learning a concept in the classroom (Vygotsky, 1964). This description of ZPD also
connects well with tenets of the theory of CRP. Teachers who view instruction through the lens
of social constructivism will engage students in collaborative activities that would ultimately
lead to positive relationships and knowledge (Vygotsky, 1964). For example, when students
rehearse their vocal parts together in section rehearsals, they are collaborating together to learn
their singing excerpts from the assigned choral literature. ZPD theory is expressed when teachers
engage students in one-on-one instruction to assist students with concepts like singing with
proper breathing techniques, how to sing lyrics by extending the jaw to adequately articulate the
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use of “tall vowels” and how to expand the diaphragm for extended phrasing and holding notes.
These activities align with the ZPD theory.
Narrative Inquiry
Narrative inquiry is an effective method used in qualitative research. Clandinin and
Connelly (2004) state that the tenets of narrative inquiry require trust and openness in research
relationships, with high levels of ethical and critical engagement. Mutual and sincere
collaboration over time is essential, allowing the storyteller to have a full voice, even though
both voices (researcher and participants) are heard. Narrative inquiry is an essential process for
the work of researchers, and it provides a means for participants to reflect on their experiences,
tell their stories, and allow researchers to source data pertinent to their study. Through narrative
inquiry, researchers and participants come to understand the experiences of people and how they
view the world (Clandinin & Connelly, 2000). Understanding reality for the individual is likely
to be related to how people make sense of the world and is an epistemological perspective that
favors the interaction with the social world. Stories provide information on the importance of
learning and how researchers think narratively, and the information collected from inquiries
provides the data for a study.
Narratives in research include reports of accounts of what happened or what one
remembers and are used to understand a phenomenon or for problem-solving (Daiute, 2013).
When researchers provide a narrative account, they strive for a sense of being morally
responsible for the accuracy of the data taken from the research participants' stories. Narratives
produce detailed representations of the unfolding lives of both the participants and researchers
(Clandinin, 2016). When using narrative inquiry in practice, the following data sources include:
1. field notes of shared experiences
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2. journal records of participants
3. interviews (mostly unstructured)
5. member checking
5. storytelling
6. writing letters
7. writing the narratives (biographical/autobiographical) (Clandinin & Connelly, 2000).
It is important for the researcher to listen carefully to the participants’ stories for mutual
construction of the research. Daiute (2014) stresses the necessity of both the researcher and
participant having an equal voice with which to tell their stories. This process is essential for coconstruction of knowledge. When people think narratively, they gain the awareness and
knowledge of how language shapes social, cultural, and institutional narratives and how those
narratives shape each person (Barrett & Stauffer, 2009). Reflexive engagement throughout the
inquiry process, with a tolerance of ambiguity, valuing signs, symbols, and metaphors are
appropriate. Thus, the use of my personal narratives that includes reflections of my experiences
as a high school chorus student, and the use of narrative inquiry to elicit the reflective storytelling from African American male high school chorus students are best suited for this study.
Significance of the Study
The significance of this study should provide choral music educators with an
understanding of CRP and the value of CRP on teaching and learning. Originally designed as a
pedagogic practice for success teaching African American students in response to current
inequities and social justice issues, the theory of CRP is beneficial to all students (LadsonBillings, 2014). We live in a racially, ethnically, and culturally diverse society, and often this
diversity is represented within the classroom. Therefore, it is our duty as teachers to teach
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responsively while meeting the needs of all students present in the classroom. The main data
source for this study were narratives from high school juniors and seniors. The goal was to
develop a better understanding of the value of a high school choral music experience and if CRP
has any impact on that experience. The narratives were compared and emergent themes were
identified. Lastly, the identified themes were compared to the tenets of culturally relevant
pedagogy.
Research Design Overview
This qualitative study uses aspects of narrative inquiry (participants’ reflective stories,
semi-structured interviews, writing the narratives, member checking, and journal records of each
participant) as the primary source of data collection. Whenever I reference using components of
narrative inquiry in this study, I am referring to these data sources. I did not utilize every data
source that Clandinin and Connelly (2000) outline for narrative inquiry. Since the focus of this
study investigates the lived experiences of the five study participants and the factors that
motivated them to continue participation, the participants’ voices alone were relevant to this
study. One of the practices of narrative inquiry includes a process where the researcher and
participants co-construct knowledge having an equal voice in the narratives. This study solely
highlights the high school choral experiences of five African American male students over the
past three years. Even though the teacher/researcher has some influence, the voice of the
researcher is not relevant to this study. Therefore, co-construction of knowledge was not
pertinent to this study. My goal was to avoid using my personal experiences and interpretations,
and I did not use field notes of shared experiences or writing letters as data sources for
knowledge construction.
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Five African American male high school chorus juniors and seniors were interviewed to
investigate their motivation to participate in chorus and the impact a high school choral program
had on their continued participation. All participants were active students with at least three
years’ experience in high school music. The participants were selected based on the following
criteria: African American, male, 11th or 12th grade, continuous participation since ninth grade.
The research setting took place in the chorus room at South Central High School where the
students participate in chorus class. Through semi-structured interviews, information was
collected to determine if there was any evidence of CRP and if CRP impacted the continued
participation of these African American males in high school chorus. Teaching artifacts,
including lesson plans, chorus syllabus, choir handbook, and parent emails were reviewed.
Chapter two is a detailed review of the literature and how CRP can drive instruction that
is beneficial to students. Chapter three provides a detailed discussion of the research
methodology, design and data collection and analysis, and qualitative analysis procedure.
Chapter four provides the five participants’ narrative vignettes and reveals the findings of the
study. The final chapter includes conclusions, discussions, implications, and suggestions for
further research.
Summary
This chapter addressed how culturally relevant pedagogy positively impacted me as an
African American male high school choral student, and how positive teacher-student
relationships attracted me to chorus and influenced my continued participation. I highlighted
how tenets of CRP was evident in the chorus classroom of my chorus teacher, even though CRP
was not a term used at that time, and provided examples of positive teacher-student interactions
both in the classroom and within the community. I discussed the significance of this study, which
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is to provide choral music educators with a greater understanding of CRP and the value that it
adds to teaching and learning. Details of my conceptual framework, including my music
education philosophy, learning theory, and methodology, provided the lens through which to
view this study. This study examines whether or not positive teacher-student relations and tenets
of CRP can lead to continued student participation from African American males in choral
programs.
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CHAPTER 2
REVIEW OF THE LITERATURE CULTURALLY RELEVANT PEDAGOGY
This section will provide a detailed overview of CRP, including a section on the
definition of culture as it relates to this study. Research on the impact of CRP in music education
instruction has expanded to include educators’ instruction and educators’ perspectives on equity
and social justice. It is essential that students receive equal access to a quality music education
program which is culturally relevant. Professional organizations like the National Association for
Music Education (NAfME) and landmark music education symposiums like the 1963 Yale
Seminar on Music, include language in the core arts standards and declarations which parallel
with many tenets of CRP. The final section highlights music education philosophers who might
agree with tenets of CRP based on their education philosophies.
Culture Defined
Frequently, authors explicitly equate culture with members in particular demographic
groups, behaviors, belief patterns, and school cultures of privilege and oppression (Thorius et al.,
2018). Other authors refer to culture as being a proxy for behavior patterns, psychological
characteristics, and beliefs of individuals from a particular race, ethnicity, class, language
diversity, minority, or urban status (Clare & Torres, 2006; McCollin & O'shea, 2006; Utley et al.,
2007). Clare and Torres (2006) described culture as being a pattern of beliefs and behaviors
across different demographic groups between white, non-immigrant, and Latino. Similarly,
culture describes patterns of particular demographic groups that include lived experiences,
beliefs, learning styles, and attitudes (Klingner & Soltero-González, 2009; Kushner, 2008).
These authors emphasized the need for educators to consider culture when designing
appropriate and relevant instruction for their students. It has been noted that culture is much
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more than holidays, foods, and customs. Culture reflects religious beliefs, values, ways of
learning and human interactions. Often culture is confused with race; however various cultural
traits can exist and be exhibited within a racial group. It is recommended that the educator
discover the varying cultures of the students in the classroom, without confusing race with
culture (Kim & Pulido, 2015). Effective teachers of CRP will have the ability to identify with all
the students in his or her classroom and differentiate lessons accordingly. For the purposes of this
study, culture is inclusively defined as ethnicity, race, socio-economic status, family background,
heritage, and preferences of music genres.
Culturally Relevant Pedagogy
Culturally relevant pedagogy is the instructional approach that places the student’s
culture at the center of learning and the learning environment. In Howard’s (2001) study
highlighting African American students’ perceptions and interpretations of their learning
environment where culturally relevant pedagogy (CRP) was a practiced theory, the following
themes were identified:
1. Caring. It is vital for teachers to foster a caring learning environment showing
explicit and implicit concern for their students. This could be demonstrated in a
variety of ways through positive reinforcement, expression of high expectations,
giving praise and acknowledgments of student accomplishments, and exploring the
lives and lived experiences of students outside of the classroom and in the
communities in which they live.
2. Establishing Community. The students repeatedly mentioned their appreciation of
the family and community classroom environments that the teachers created. This
family-like atmosphere encouraged kindred relationships among students. Teachers
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accomplished this by creating cooperative learning activities, eliminating
homogeneous ability grouping, establishing democratic norms, and promoting
cultural awareness.
3. Engaging Classroom Environments. It is recommended that teachers create an
exciting environment for students that would include student interest and enthusiasm
about learning, using relevant course content that is interactive and engaging for
students (Howard, 2001).
Similarly, Brown-Jeffy and Cooper (2011) provide further discussion of CRP. Table 2.1
illustrates some of the main tenets of CRP from the article.
Table 2.1
Chart Created from Brown-Jeffy and Cooper (2011) Diagram
1. Culturally Responsive Teaching and Culturally Relevant Teaching are teaching
strategies and approaches used interchangeably addressing the same tenets.
2. Culturally Relevant Pedagogy and Culturally Responsive Pedagogy are pedagogical
strategies and approaches used interchangeably addressing the same tenets

CRP Tenets Headings

CRP Tenets

Identity Development

Identity Development and Achievement:
• Cultural heritage:
• Multiple perspectives
• Affirmation of Diversity
• Public validation of home-community cultures

Equity and Social Justice

Equity/Excellence:
• Dispositions
• Incorporate multicultural curriculum content
• Equal access
• High expectations for all

Developmental Practices

Developmental Appropriateness:
• Learning styles
• Teaching styles
• Cultural variations in psychological needs
(motivation, morale, engagement, collaboration)
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Holistic Experiences

Teaching Whole Child:
• Skill development in cultural content
• Bridge home, school, and community
• Learning outcomes
• Supportive learning community
• Empower students

Relationship Development

Teacher/Student Relationships
• Caring
• Relationships
• Interaction
• Classroom atmosphere
• Managing student emotions

Culturally Relevant Pedagogy In Practice
Correa et al. (2015) describe CRP as explicit, direct, differentiated, evidenced, and
standards-based. They further claim that culturally responsive teachers must first learn about the
cultural backgrounds of their students and become involved in the communities in which they
teach. Additionally, the authors describe CRP as the examination of societal and structural
power, oppression, and inequalities. Educators in support of CRP are mediators on behalf of
students, defying what is considered standard norms that do not benefit diverse cultures in
schooling and American society (Seidl & Pugach, 2009). Educators and researchers argue that
culturally relevant pedagogy is a necessary reform of teacher instruction and teacher preparation.
Teacher preparation programs often place focus on educating prospective teachers in
ways to support equitable and just educational experiences for all students (Ladson-Billings,
1995). Positive teacher-student relationships have become the primary focus promoting high
student achievement and literacy based on tenets surrounding CRP. With this in mind, LadsonBillings (1995), committed to social justice and equity in education, studied teacher education
programs throughout the United States with the purpose of education reform. She believed that
teachers should commit to professional development to best address the growing, diverse student
populations throughout the nation. The following are three main arguments related to education
and CRP:
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1. Race continues to be a significant factor in determining inequity in the United States.
2. United States society is based upon property rights.
3. The intersection of race and property creates an analytic tool, through which we can
examine social and school inequity. (Ladson-Billings & Tate IV, 1995)
These three arguments supported the development of tenets that describe the theory of CRP.
Several teaching techniques include the same tenets of CRP. Culturally responsive
teaching is one practice with a focus on equity and social justice. Compelled to address theories
surrounding reforms to teaching rather than focusing on reforms to programs, Ladson-Billings
(1995) proposed a theory of culturally focused pedagogy. This new pedagogical approach would
lead to the improvement of teacher education by recommending a new theoretical perspective for
teaching African American students. In her article, “Toward a Theory of Culturally Relevant
Pedagogy,” this theory of CRP addresses tenets that are centered on the academic needs and
benefits of culturally diverse students and seeks continuity between home and school. For the
purpose and consistency of this study, I will use the term “culturally relevant pedagogy (CRP)”
to represent teaching techniques that share the same tenets (Ladson-Billings, 1995).
Similarly, Sampson and Garrison-Wade (2011) stated in their mixed-method study that
the use of CRP is an essential concept to the success of building and fostering cultural vibrancy
among music students. The purpose of their study was to determine the preferences of culturally
relevant and non-culturally relevant music lessons for African American students. Culturally
relevant lessons teach to the diverse needs of students by addressing each student as individuals
and collectively based on their cultural and ethnic backgrounds. Sampson and Garrison-Wade
(2011) conducted a study asserting that non-culturally relevant lessons are those that do not
include references to issues that impact students of color as they experience American life.
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However, what about teachers’ perspectives on equity and social justice? Addressing teacher
educators’ views and perspectives on equity and social justice in education is a necessary first
step prior to any major breakthroughs occurring.
Addressing Music Teacher Educators’ Perspectives on Equity and Social Justice
Creating an environment where all students can achieve their academic potential is a
requirement to equity and social justice. This will reduce or eliminate circumstances that can
create harm and support the removal of policies and practices that have disparate impacts on
minoritized groups (Stewart, 2017). This section discusses the social justice and equity calling
for music educators to create more inclusive and responsive learning environments for all
students.
Salvador and Kelly-McHale (2017) assert that there are teachers who currently create
environments that are inclusive by incorporating lessons that are responsive to students’ culture.
Many music teachers do not necessarily understand the concept or importance of creating
inclusive and responsive learning environments, but are willing to learn. Still, some music
education teachers do not find it necessary to consider equity and social justice (Salvador &
Kelly-McHale, 2017).
If teachers do not appreciate or understand the critical nature of social justice and equity
in education, they could become complicit with those educational practices that create disparate
impacts on minority students (Popham, 2010). Could negative teacher perceptions of students
influence teacher acceptance of equity and social justice? The next section addresses teacher
perceptions of black students which often causes a disparate impact on these students.

27
Teacher Perceptions of Students
Often, there are some teachers who view Black students adversely possibly creating a
negative effect on their academic achievement and potential. Ladson-Billings (2009) describes a
true scenario of how a cooperating instructor of a student teacher discusses two types of black
students, “black-black” and “white-black” (p. 22). The cooperating instructor mentions how the
white-blacks are easy to deal with because they come from good homes and have white values.
“But the black-blacks are less capable academically and have behavior problems” (LadsonBillings, 2009, p. 22). Ladson-Billings expressed in this same descriptive scenario that these
were not bad teachers, as they each denounce racism and believe in equal opportunity. There are
many qualified teachers who have high expectations for student achievement. Sometimes
teachers’ perspectives on African American students could unintentionally impede their
academic success. Individual perspectives on diversity and multiculturalism could have a direct
impact on his or her views on equity and social justice.
Deficit Perspectives
Salvador and Kelly-McHale (2017) revealed how educators have varying perspectives
regarding equity and social justice in music education which could affect how educators
approach preventative measures to eliminate disparities in schooling. In their survey, Salvador
and Kelly-McHale (2017) reported on teachers’ perspectives on social justice in music
education. Out of 356 participants, 85% chose to provide a definition for social justice, revealing
five main themes of slight variations to each perspective. The characteristics of the participants
of this study indicated that the majority of the music teacher educators were highly educated,
white, middle-class men and women. Most of them had masters and doctorate degrees with
extensive experience in pre-kindergarten through high school (PK-12) teaching experience. The
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following themes were described as frames through which these participants viewed social
justice:
•

Equal treatment, equal access, and equal opportunity, which included subthemes of fair
and just treatment is not the same as equal treatment and meritocracy

•

Accepting people as they are, celebrating difference

•

Critical, which included subthemes of suggestion for action and moral and ethical
imperative

•

Learning and questioning

•

Challenging and dismissing (Salvador & Kelly-McHale, 2017)

Half of the participants, according to Salvador and Kelly-McHale (2017), described “social
justice in terms of equal treatment, equal access, and equal opportunity” (p. 13). They believed
we should treat all students the same regardless of their differences. In other words, everyone
should be treated the same without notice of gender, race, ethnicity, economic background, or
sexuality. Thirteen percent of the participants felt that educators should place emphasis on
diversity, valuing the diverse cultures that exist within the education system. Twenty-two percent
of the educators believed that equity and social justice initiatives should start at the district level,
and then provide leadership and direction to the school administrators and teachers. Twentythree percent saw social justice through a frame that focused more on institutions, power
systems, actions, morals, and ethics. There were ten responses (3.3%) that did not have a clear
understanding of equity and social justice in education, but would like to learn more about it. The
final 17 responses (5.6 %) challenged and dismissed the concept of equity and social justice
because they felt this discussion was not needed for music education. Table 2.2 on page 21 is a
pie chart providing a visual of the participant responses.

29
Table 2.2
Pie chart created from Salvador and Kelly-McHale (2017) study based on participant responses

(Salvador & Kelly-McHale, 2017)
Equal Treatment and Access

4%

6%

23%
53%

Embraces Diversity, and
strong sense of values and
multiculturalism in education
Institutions, power systems,
actions, morals, and ethics
Learning and questioning

14%

challenged or dismissed
equity and social justice

Williams and Land (2006) defined teaching methods that approach all students as being
the same as a method that perpetuates the notion to “bring all students to the normalized white
standard of music education. They define this method and approach to teaching as
colorblindness” (p. 579), which stems from the idea that good teaching is effective for all
students, and the content of the lesson determines success. However, many music teachers do not
believe this claim, but feel that the most equitable approach to teaching music education should
address all students based on a standard pedagogical approach for all students. The Salvador and
Kelly-McHale (2017) study also revealed that 10% to 20% of the participants had no interest in
incorporating social justice concepts in their teaching. They felt that topics of social justice were
irrelevant and is not a part of their job description as teachers. Though they would agree that the
duties of a music teacher consist of teaching music education content, they do not perceive that
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these practices could become most effective by embedding CRP in lesson plans even when CRP
is absent in the music curriculum. Due to the varying teacher educator perspectives on equity and
social justice, professional development could prove to bring an awareness to diverse views, and
provide better understandings and appreciation for opposing positions.
Culturally Relevant Music Pedagogy
CRP in music education helps in the efforts for equal access to music education that is
relevant to culture and fulfills the need for equity and social justice in education in general.
Teachers who are sensitive to these issues of social justice and equity work on challenging those
issues through their teaching strategies, classroom climate, and music repertoire (Hess, 2017).
According to Sampson and Garrison-Wade (2011), music educators could use CRP to help
empower music students to connect freely with their culture, and schools should design their
music curriculum ensuring the cultural relevance of the students. This practice allows for
students to connect with their culture while also achieving academic success.
Inclusion and Equity
Teachers should be aware of critical concepts for inclusion and equity in music
education. “Many teachers are already working to create more inclusive and responsive music
teaching and learning environments. Other teachers are interested in becoming more inclusive
and responsive but do not know how to create such a climate. Some teachers reject the idea
altogether, believing that they are already inclusive and responsive, and placing focus on
diversity, inclusion, equity, and access is being too political” (Salvador & Kelly-McHale, 2017,
p. 1). Before any massive improvements can be accomplished in US schooling, perhaps
professional development efforts toward CRP could include a discussion on music teacher
educator perspectives on social justice and equity. The purpose of the discussion, according to

31
Salvador and Kelly-McHale (2017), would focus on encouraging teachers to develop lesson
plans considering the cultural backgrounds of their students, and emphasizing the value of CRP.
They assert that all students should have equal access to music education regardless of socioeconomic background. However, how teachers view topics of social justice and equity could
have an impact on student access to music. School administrators or lead teachers could facilitate
a process of designing a professional development opportunity for staff on the importance of
social justice and equity in education which would include an open dialogue on teachers’
perspectives on social justice and equity (Salvador & Kelly-McHale, 2017).
There are clear connections between pedagogy and the social interactions between
teachers and their students which are essential to the development of CRP. Highlighted by
researchers like Dewey et al. (1990), there are significant real-life connections between
pedagogy and social interactions related to educating children. These social and pedagogical
connections , as addressed by Dewey et al. (1990), work well with students from diverse cultures
in music education, supporting CRP. Music pedagogy that includes the experiences and
understandings of African American students, fosters a cultural climate based on community,
develops critical literacy, empowers identities, and creates more opportunities for student input
both inside and outside of the classroom. An important key factor is that CRP must provide a
way for students to maintain their cultural integrity while succeeding academically, and
educators are increasingly seeking ways to best connect with each of their students (LadsonBillings, 1995). Music educators, as well as general education teachers, often connect with their
students by incorporating music into their lesson plans. The next section provides specific
references and empirical studies related to the planning and implementation of culturally
responsive music pedagogy.
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Planning for Culturally Responsive Music Pedagogy
Bond (2017) examines, in her literature review, music pedagogical ways for teachers of
diverse students to teach responsively by meeting the cultural needs and expectations of their
students. She often references Gay (2002) and Ladson-Billings (1995) in her review, addressing
tenets of CRP as applied to music education. Choral music educators acknowledge and validate
students’ culture by their selection of rehearsal strategies and music repertoire choice (Bond,
2017). In reflecting on matters of equity and social justice, educators should consider all forms of
oppression that students face in their daily lives and challenge them through CRP and the music
repertoire selected (Hess, 2017). CRP highlights the concept of designing a curriculum in a
manner that considers the cultural background of the students they teach, but this process would
vary based on the cultural demographics of the students present in the classroom. Considering
hip-hop as CRP, call and response, dancing, intricate rhythms, rap, clapping, drum-beats, and
singing are all indicative of, but not limited to, African American culture. Kim and Pulido (2015)
examined hip-hop music culture and how it is relevant to teaching CRP to Black students.
Teachers must examine the cultural demographics of their class to ensure they are engaging in
the appropriate CRP. In other words, simply because a particular student is African American
does not mean teaching hip-hop culture applies to all students.
Bond (2017) pointed out that the majority of music teachers in the United States are
white, middle-class, monolingual English speaking, female, and from small towns or suburban
areas. She examines ways for teachers of diverse students to teach responsively, meeting the
cultural needs and expectations of their students. Although the focus here is on students from
diverse cultural backgrounds, principles of CRP should address the cultural needs of all students
regardless of race. The author also mentions that choral music educators acknowledge and
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validate students’ culture by the selection of rehearsal strategies and music repertoire choice.
Music directors impact all aspects of the performance group by selecting music that reflects the
cultural heritages present in the ensemble. For example, chorus directors who teach tenets of
CRP are open to including music enjoyed by the students they teach, achieving academic success
through high expectations and student engagement.
Lind and McKoy (2016) outline in their theory and music education practice that students
must have opportunities to engage with music in ways that parallel their own lived cultural
experiences with music. In other words, the repertoire that music educators present to the
students should include music that is valued by the children they teach, and should potentially
change each year due to the arrival of new students. Teaching with consideration of the cultural
and ethnic background of the students helps to enact the principles of social justice in the
classroom. Hess (2017) stated that historically and currently, schools are often part of the system
that constructs barriers that impede the success of students of color and students who deal with
systemic poverty. Curricula designed to shape a pedagogy that intentionally includes music
based on the experiences and interests of the students, is an effective means to undo structures
designed to oppress young people.
A school curriculum that features the achievements of mostly white American or Western
European men could unintentionally limit the number of students who see themselves reflected
in the curriculum and classroom instruction. Hess argues “When we inquire and teach music that
students care about deeply, we communicate that we value their experiences and their passions”
(2017, p. 72). In other words, students would see the value of their cultural contributions to their
learning experience when teachers engage in this manner of CRP. Teachers who do not see a
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need for the use of culturally relevant pedagogy to promote equity and social justice have an
adverse impact on student access to the quality of music education they deserve (Hess, 2017).
Music Education Opportunity and Access for All Students
Often United States (US) schooling functions to perpetuate existing inequities in society,
causing education researchers, professors, teachers, and education associations to address issues
surrounding equity and social justice (Zhao, 2016). The National Association for Music
Education (NAfME) based on research and empirical studies, indicates that not all students have
equitable access to music education (2020). As a result, NAfME (2020) addresses the need for
diversity and inclusivity in music education in the US to include music-making traditions and
opportunities, as well as realizing the importance of building a diverse music education
workforce to support music-making for all. Due to the imbalance of music opportunities for
students, minority students find themselves involved in music programs that cater solely to
Western European music traditions. Therefore, Lind and McKoy (2016) recommend culturally
responsive teaching as a theory and practice for music education in their book addressing
teaching in ways that are responsive to diverse cultures which impact learning. Here, Lind and
McKoy (2016) stress how culturally responsive teaching is a theory that recognizes the
importance of including the culture of students.
Music Education Access For All
Although researchers like Ladson-Billings (1995), Gay (2002), Lind and McKoy (2016)
and others, stress the importance of CRP, there has been continuous studies that address music
opportunity and access for all students. For example, Elpus and Abril (2011) conducted a music
education study revealing that many students who participated in large performing groups like
choir, orchestra, and band are from white middle to upper-middle class communities and
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families. This study also revealed that many students could not afford to participate in these large
performing groups due to them not being able to afford to pay the required activity fees,
instruments, or uniforms. This financial barrier limited the access to music for these students.
Similarly, Salvador and Allegood (2014) conducted a study revealing that many high schools
with a low attendance of white students did not offer music as a course option for students. This
further perpetuated the unequal access to music education for all in US schools (Salvador &
Allegood, 2014). There are separate issues of inequity which exist in predominantly white school
music programs. Elpus and Abril (2011) conducted a study similar to the earlier Butler, Lind,
and McKoy (2007) study revealing unequal student access to music education. Here, the authors
were addressing the fact that many students from a low socio-economic background cannot
afford the costs of purchasing uniforms, buying instruments, or paying required activity fees in
order to participate in programs like orchestra, band, or chorus. Equal access to music education
should exist in all public schools.
NAfME (2020) addressed a more significant problem of unequal access to music
education, indicating that not all students have equitable access to music education. The NAfME
(2020) position statement states “all students deserve access to and equity in the delivery of
music education, which is one of the subjects deemed necessary in federal law for a wellrounded education” (https://nafme.org/about/position-statements/equity-access/). Due to this
critical issue of music access and equity, the NAfME created an implementation plan in support
of schools interested in ensuring equal access to music education. NAfME developed a protocol
for instruction to include music-making traditions and opportunities for all and a diverse music
education workforce to support music-making by all. NAfME (2020) offers support advocating
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at all levels of government to create laws supporting music education access for all students
regardless of socio-economic background.
The issues surrounding equity and social justice in education disproportionately affect
African American students and students from low socioeconomic status leading to a direct
impact on music education. Encouraging teacher awareness of the cultures of their students, CRP
is a framework to help guide educators on how to meet those cultural needs in their classrooms.
This gives students voice into what they learn leading to high academic achievement (Thorius et
al., 2018). Active participation and involvement in the communities where students live helps to
better understand student influences; learning about their home-life raises awareness to the
student condition (Gay, 2002). For teachers to master this framework, they must first understand
the culture of the students to which they teach. If some teachers reject the idea of equity and
social justice in education (Salvador & Kelly-McHale, 2017), it would be difficult to shield their
students from experiencing feelings of disconnect, isolation, or inability to see themselves in the
curriculum.
If educators do not see the need for social justice and equity in education, nor do they
view it as a problem, schooling will continue to perpetuate existing inequalities in society.
Teacher education programs should prepare new and existing educators with the tools necessary
to teach all students from diverse cultures (Salvador & Kelly-McHale, 2017). The curriculum
restructuring should include candidates’ perceptions of equity and social justice, embed CRP in
the music curriculum to include the educational needs of a diverse student population, and we
must work to create equal access to music education in PK-12 schools. As a matter of fact, as
advocacy is made to embed CRP in all content areas of teaching and learning, why should music
education be excluded?
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Professional Music Education Organizations with Evidence of CRP
Professional music education organizations include tenets of CRP in their framework,
highlighting equity and social justice in music education. The emphasis placed on culture did not
occur immediately. Over a period of 20 years, revisions made to the core arts standards better
address the academic and cultural needs of a more diverse student population.
1994 National Music Standards and CRP
Upon examining both the 1994 National Music Standards and the 2014 Core Arts
Standards in Music (NAfME, 2020), the understanding of music concerning history and culture
is an identified standard that creates an avenue for teachers to incorporate CRP in their lessons.
Standard number nine (Understanding music in relation to history and culture) of the archived
1994 National Music Standards allows for music teachers to design lessons considering the
history and culture of music. However, CRP was not viewed as a necessity in teaching and
learning back then, even though standard nine could have justified using CRP as a teaching
strategy. The following are the nine national music standards of 1994:
1. Singing, alone and with others, a varied repertoire of music
2. Performing on instruments, alone and with others, a varied repertoire of music
3. Improvising melodies, variations, and accompaniments
4. Composing and arranging music within specified guidelines
5. Reading and notating music
6. Listening to, analyzing, and describing music
7. Evaluating music and music performances
8. Understanding relationships between music, the other arts, and disciplines outside the arts
9. Understanding music in relation to history and culture (NAfME, 2020)
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Teachers are encouraged to learn and become aware of the cultural backgrounds of the
students they teach through teacher-student engagement. Standard nine could allow students to
express their understanding of music in relation to history and culture. Standard nine also
provides opportunities to expand upon the study of music history and culture, as this aligns with
standards one through eight.
Standards one through seven assesses the students’ ability to demonstrate their
understanding of music concerning the history and culture. For example, singing, alone and with
others, a varied repertoire of music in rehearsals, concerts, or other performance venues are great
ways for students to display an understanding of the ninth standard. Similarly, when students
listen to, analyze, or describe music, they demonstrate this considering the musical period and
culture of that time. The description or analysis of a vocal music work from the renaissance
period would vastly differ from that of music from contemporary or impressionistic periods.
Students are also demonstrating their understanding of music from a cultural and historical
perspective when evaluating music and music performances, as described in standard seven. The
revised 2014 core arts standards provide a more detailed breakdown of standards differentiating
novice through advanced levels.
2014 Core Arts Standards in Music
The revised core arts music standards provide teachers with the frameworks that closely
match the goals for their classrooms. The standards are presented in sequential order by grade
levels from pre-kindergarten through twelfth grade, divided into sections addressing high school
music ensemble classes such as chorus, band, and orchestra. The new standards emphasize
student knowledge and understanding in areas that reflect the ways we engage in music and
cultivate music artistry in creating, performing, and responding to music. These music sections
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are designed based on the principal ways of how we present music instruction in the United
States (NAfME, 2020, 2014 Music Standards section). There are at least thirty identified
standards that address culture, social, and historical context that informs performance and
rehearsal practices. Highlighted below are three of several, similar relevant standards, cited from
the “Ensemble” section addressing CRP:
1. MU: Cr6.1. E. IIIa (Advanced) Demonstrate an understanding and mastery of the
technical demands and expressive qualities of the music through prepared and improvised
performances of a varied repertoire representing diverse cultures, styles, genres, and
historical periods in multiple types of ensembles.
2. MU: Cn11.0. T. IIIa (Advanced) Demonstrate understanding of relationships between
music and the other arts, other disciplines, varied contexts, and daily life.
3. MU: Cr1.1. E. IIa (Accomplished) Compose and improvise ideas for arrangements,
sections, and short compositions for specific purposes that reflect characteristic(s) of
music from a variety of cultures studied in rehearsal. (NAfME, 2020, 2014 Music
Standards).
There were hundreds of music educators who contributed to the writing of the 2014
national standards for music educators. One of the major reasons for the design of the new core
arts standards were to “help arts educators navigate emerging systems of assessment and
evaluation, which can pressure teachers and schools in ways contrary to students’ best interests”
(Shuler et al., 2014, p. 46). The new national core arts music standards allow for more student
voice and input into their learning. Norgaard, one of the contributors to the new national
standards for music educators, assert that using a standard measure of creativity that allows for
active student engagement including: students selecting appropriate music repertoire, challenging
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students to engage in troubleshooting ideas during rehearsals, and dividing students into
sectionals that are student led, promotes higher-order thinking and creativity. Additionally, the
standards encourage students to create, perform, and respond by making connections with culture
and context which contributes to college and career readiness needed for 21st century skills. This
is important “because connections are an essential part of each artistic process, connecting
outcomes in music cross-referencing users to creating, performing, and responding performance
standards” (p. 48).
Although these standards provide a more detailed opportunity for teachers to consider
CRP, not all educators prescribe to this theoretical approach to teaching diverse students. Each of
the standards that address the cultural, social, and historical context are direct connections with
the tenets of CRP. The standards allow teachers to creatively draw on each of the principles
through performance, general music appreciation, and during rehearsals. Students can
demonstrate their expressive qualities through practicing and performing a repertoire of music
representing a variety of cultures and musical genres. Even though the performance standards
address curriculum goals, teachers design their lessons based on these performance standards
documented in their lesson plans.
Landmark Music Symposiums and Seminars and CRP
This section is an examination, in sequential order, on how the Yale Seminar on Music
(Palisca, 1963), Tanglewood Symposium (Choate et al., 1967), Housewright Symposium
(Madsen, 2000), and the 2017 Yale Symposium on Music in Schools are conceptually related to
tenets of CRP. Regarding the 2017 Yale Symposium, the emphasis is made on the Declaration
on Equity in Music for City Students and how CRP is related explicitly to points listed in the
declaration. “The Yale Seminar on Music Education was one of a succession of school subject-
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matter seminars and symposia inspired by the Woods Hole Conference held at Woods Hole,
Massachusetts, in September 1959” (Schiff & Humphreys, 2019). The information comprised in
the following section is taken from the Palisca (1963) Music in Our Schools document and
historical research that Schiff and Humphreys (2019) conducted.
Yale Seminar on Music (1963)
Claude Palisca, a professor from Yale University, organized the Yale Seminar on Music
Education due to his concern of the poor quality of American education as compared to other
large countries like Russia. Palisca referenced many of his early articles regarding music
education in schools recommending teacher training and the need to overhaul music in public
and private schools. He organized a group of seminar participants consisting of eleven music
theorists and composers, five public school music teachers, four conductors, three musicologists,
three music education administrators, two performers, one public school administrator, one
educationist, and one music critic. There was a total of thirty-one participants and an additional
thirteen observers at the seminar which concentrated on the following six areas:
1. The teaching of music through making and writing music
2. The widening of the music repertory of performing groups in light of recent historical and
ethnological research
3. The development of musical understanding through a study of music as a literature
4. The utilization of composers and performers in residence
5. The development of new educational media, such as films, tapes, and programming
instructions
6. Development of courses, resources, and activities for students who are more advanced
musically than their contemporaries (Schiff & Humphreys, 2019).
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Although CRP is not a term used by the participants of the seminar, some of the tenets of CRP
are visible within the areas of concentration of the seminar.
The first inclination to CRP is in the second area of concentration regarding the widening
of the music repertoire of performing groups based on recent ethnological and historical. Palisca
justified the need for the seminar expressing a necessity to expand music instruction beyond
Western musical heritage to include the heritage of jazz, ragtime, folk music, and of nonWestern music culture. This voiced expression of expanding music instruction to include diverse
musical heritages parallels with the CRP tenet “identity development and achievement” (BrownJeffy & Cooper, 2011, p. 72). This CRP tenet empowers students to realize that it is ok to
identify with their culture, welcoming public validation of their home and community culture.
Palisca supported activities like marching bands because it promoted the social connection
between students and the teacher leading to greater participation from students. This
collaborative engagement activity with students in the marching band interacting with each other
and with their teacher fosters relationship development. Palisca was aware that this process of
reforming music education must include teacher training for program success. He felt that
professional development should be given to teachers who are not musicians, to musicians who
are not teachers, and redevelopment to current music teachers (Schiff & Humphreys, 2019). In
the effort to equip educators with the necessary tools for CRP, Ladson-Billings (1995) addressed
the need for teacher preparation and professional development programs.
The goal music programs focused on developing students’ musicianship as performers,
composers, dancers, and ear training. The learning sequence developed at the music seminar is:
1. Performing
a. Reading rudimentary and conventional notation
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b. Playing percussion instruments, recorders, and all orchestral instruments
c. Singing folk songs, various choral literature including early music, standard
repertory, and contemporary piece
2. Composing
a. Writing rudimentary and conventional notation
b. Vocal creation
c. Instrumental creation
3. Ear-training
a. Dictation with rudimentary and conventional notation
b. Listening to identify musical form
4. Dancing
a. Rhythmic training
b. Spontaneous movement in response to music form (Palisca, 1963)
The overall goals of the seminar participants, in addition to developing the musicianship
of students, were to keep students interested in music, staff schools with professional musicians,
provide teachers with the needed resources for teaching, and provide professional development
for teachers (Palisca, 1963). Participants recommended including jazz and non-Western music
from diverse cultures and requested significant federal funding for music education research
projects that resulted from the seminar. These positive expressions further support the CRP tenet
regarding identity development and achievement, promoting cultural heritage and diversity.
According to Schiff and Humphreys (2019), many of the core participants of the seminar gave
positive reviews based on the outcome of the seminar including Howard Boatwright, Allen
Britton, and the organizer, Palisca.
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Tanglewood Symposium (1967)
Discussions at the 1967 Tanglewood Symposium provided insight into pedagogical
adjustments that are still needed in music classrooms today. The information gathered in this
section is mostly taken from the documentary report of the Tanglewood Symposium (Choate,
1968). The Tanglewood Symposium of 1976 was comprised of fifty participants, consisting of
music education teachers, musicians, labor leaders, scientists, academic professionals from other
fields, and one teenager, seeking to address urgent problems facing the music and the arts
profession. The director of the project was Robert Choate, a music professor at Boston
University, and the sponsor was the Music Educators National Conference (MENC). The
participating symposium philosophers felt music should be part of the core curriculum of
schools. The report discusses how these inequities can be addressed with popular music
pedagogy.
The members of the symposium responded to the current political and social events
developing declarations to evoke change. The second declaration relates to CRP, stating that
music of all periods, styles, forms, and cultures belong in the curriculum. It goes on to say that
“musical repertory should be expanded to involve music of our time in its rich variety, including
currently popular teenage music, avant-garde music, American folk music, and the music of
other cultures” (Choate, 1968, p. 139). The symposium members felt it was important for
American education to become more inclusive in music repertoire selection. They stressed that
“if the instruction accompanying the taught repertoire is not perceived as being respectful,
challenging, and accurate by the students, educators may become contributors to these injustices
by unintentionally supporting student disengagement from music” (Gurgel, 2019, p. 61). By
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giving voice to the students, according to the symposium members, it might help educators gain
the needed insight to engage students and dismantle systems of inequity.
The concerns addressed by these members correlate with CRP tenets of identity
development of culture and diversity, holistic experiences of teaching the whole child and
student empowerment, and equity and social justice. E. Thayer Gaston, one of the members of
the symposium, stated, “music involves the individual so totally and in such unique fashion that
closeness is felt. Group music brings a feeling of belongingness” (Choate, 1968, p. 76). A
teacher-student relationship fostering a caring environment considering the emotions of students,
relationship development, and interaction are all tenets of CRP. Although CRP was not a term
used at that time, many of the tenets are reflected throughout the document. The music education
philosophers at Tanglewood agreed to the following:
1. Music serves best when its integrity as an art is maintained.
2. Music of all periods, styles, forms, and cultures belongs in the curriculum. The musical
repertory should be expanded to involve music of our time in its rich variety, including
currently popular teenage music and avant-garde music, American folk music, and the
music of other cultures.
3. Schools and colleges should provide adequate time for music programs ranging from preschool through adult or continuing education.
4. Instruction in the arts should be a general and important part of education in the senior
high school.
5. Developments in educational technology, educational television, programmed instruction,
and computer-assisted instruction should be applied to music study and research.
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6. Greater emphasis should be placed on helping the individual student to fulfill his needs,
goals, and potentials.
7. The music education profession must contribute its skills, proficiencies, and insights
toward assisting in the solution of urgent social problems as in the "inner city" or other
areas with culturally deprived individuals.
8. Programs of teacher education must be expanded and improved to provide music teachers
who are specially equipped to teach high school courses in the history and literature of
music, courses in the humanities and related arts, as well as teachers equipped to work
with the very young, with adults, with the disadvantaged, and with the emotionally
disturbed. (Choate, 1968)
The declarations were designed with the purpose of making it easy for teachers to create a
collaborative environment between the teachers-students and cooperative learning between the
students.
Gaston also discussed the functionality of music as being a source of social cohesion,
bringing people together. He described music as “the expression and experience of music in
cultures and races is an essential of man’s health, because his healthy life is one of
interdependence” (Choate, 1968, p. 76). This statement parallels with CRP tenets in similar
facets addressing the holistic experience of the child through identity development, an
affirmation of diversity, and an acknowledgment of cultural heritage.
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Housewright Declaration (1999)
Educators and organizers met in 1999 at Florida State University to discuss the future of
American music education. They developed a vision and plan for music education through the
next twenty years and into the new millennium. These organizers were inspired by the music
educators who participated at the Tanglewood Symposium (1968), which left a positive impact
on American music education. The organizers of the Housewright Declaration of 1999 decided
to meet and further examine the state of American music education, and to create a more updated
version of music programs that should benefit all American students (Branscome, 2016). A
MENC published series entitled Vision 2020: The Housewright Symposium on the Future of
Music Education (HSFME), culminating with a two-page document called The Housewright
Declaration, was created as result of the Housewright Symposium (Madsen, 2000). There are
twelve declarations that each of the participants of the symposium agreed on. The first
declaration opens with a statement relevant to CRP. Some of the statements in the Housewright
Declaration connect with others, each of which relates to tenets of CRP. The following are the
twelve declarations that were agreed upon by the participating music educators:
1. All persons, regardless of age, cultural heritage, ability, venue, or financial circumstance
deserve to participate fully in the best music experiences possible.
2. The integrity of music study must be preserved. Music educators must lead the
development of meaningful music instruction and experience.
3. Time must be allotted for formal music study at all levels of instruction such that a
comprehensive, sequential and standards-based program of music instruction is made
available.
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4. All music has a place in the curriculum. Not only does the Western art tradition need to
be preserved and disseminated, music educators also need to be aware of other music that
people experience and be able to integrate it into classroom music instruction.
5. Music educators need to be proficient and knowledgeable concerning technological
changes and advancements and be prepared to use all appropriate tools in advancing
music study while recognizing the importance of people coming together to make and
share music.
6. Music educators should involve the music industry, other agencies, individuals, and
music institutions in improving the quality and quantity of music instruction. This should
start within each local community by defining the appropriate role of these resources in
teaching and learning.
7. The currently defined role of the music educator will expand as settings for music
instruction proliferate. Professional music educators must provide a leadership role in
coordinating music activities beyond the school setting to ensure formal and informal
curricular integration.
8. Recruiting prospective music teachers is a responsibility of many, including music
educators. Potential teachers need to be drawn from diverse backgrounds, identified
early, led to develop both teaching and musical abilities, and sustained through ongoing
professional development. Also, alternative licensing should be explored in order to
expand the number and variety of teachers available to those seeking music instruction.
9. Continuing research addressing all aspects of music activity needs to be supported
including intellectual, emotional, and physical responses to music. Ancillary social
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results of music study also need exploration as well as specific studies to increase
meaningful music listening.
10. Music-making is an essential way in which learners come to know and understand music
and music traditions. Music-making should be broadly interpreted to be performing,
composing, improvising, listening, and interpreting music notation.
11. Music educators must join with others in providing opportunities for meaningful music
instruction for all people beginning at the earliest possible age and continuing throughout
life.
12. Music educators must identify the barriers that impede the full actualization of any of the
above and work to overcome them. (Madsen, 2000)
The first declaration states that all persons, regardless of age, cultural heritage, ability,
venue, or financial circumstance, deserve to participate fully in the best music experiences
possible. This statement has implications on the importance of considering cultural awareness
and connects with the second declaration discussing the necessity of preserving the integrity of
music study. Reimer (1993) stated in the declaration that music is identified as having values of
emotional expression; aesthetic enjoyment; the need to structure reality; the need to share
musical experiences and meanings with others; entertainment; spiritual fulfillment, social norms,
and beliefs (Madsen, 2000). Music educators are in the position to lead the development of
meaningful music instruction, experience, and music meaning for students. The goal of the
declaration was to set a clear twenty-year vision and path for music education reform, and music
educators are assessing the progress today.
Kalogeridis (2020) wrote an article about HSFME in Teaching Music assessing the
progress outlining areas where we could improve. Based on the quoted feedback from music
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educators documented in the article, many of the recommendations listed in the 1999 declaration
have come to pass. They describe how we have emerged from only teaching general music
courses to teaching courses like classical guitar and music technology with a more studentcentered approach to teaching. However, Jellison points out in the following quote that there is a
lack of comprehensive review of what has been done regarding many of the points in the
declaration. “We need to do a better job of tracking student and teacher demographics to
understand who we are and what we look like as a profession. Only then can we assess what is
going on now and see where we still need to make progress” (Jellison, 2020, p. 29). As soon as
music teachers become aware of the cultures that exist within their classrooms, they can then
approach music pedagogy to address the cultural needs of their students.
The fourth declaration acknowledges that all music has a place in the curriculum. Not
only does Western art tradition need preservation, but music educators also need to be aware of
other music that people experience. A sentiment initially voiced by the participants at the 1967
Tanglewood Symposium was a direct reflection in declaration number four. Teachers need to
have the ability to integrate diverse music traditions into the classroom music instruction
(Branscome, 2016). This statement also parallels with the eighth declaration stating that potential
teachers need to be drawn from diverse backgrounds, identified early, encouraged to develop
both teaching and musical abilities through ongoing professional development. Ladson-Billings
(1995), as previously mentioned, stated that teachers should experience professional
development to meet the needs of a diverse population of students.
Declaration on Equity in Music for City Students
The Yale School of Music hosts The Symposium on Music in Schools every two years.
The Yale College Class of 1957 created an endowment fund to support the symposium to bring
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together leaders to discuss how music education might best become an integral part of the public
school curriculum. Palisca called for a fifteen-year review of the impact of the 1964 Yale
Seminar document, inviting the participants to conduct the review. The findings of the review
revealed how several children from urban cities and racial minorities did not receive adequate
music education in schools. Forty years later, inequities in music education exist and music
opportunities are disproportionately made available to some students. In June 2017, the Yale
School of Music hosted a symposium on music in the schools where educational leaders
participated in a variety of workshops, discussions, and other events culminating in an awards
banquet (Yale School of Music, 2017, Symposium on Music in Schools). One of the products
created by the 2017 Yale Symposium was the Declaration on Equity in Music for City Students.
The declaration was a collaborative process from forty-three participants in the fields of
education and music, examining the role of music-making in the lives of students from American
cities. Even though CRP is not a term referenced in the declarations, many of the tenets of CRP
is embedded throughout each declaration.
The first declaration calls for every student in every city in America to have access to a
large and active music life regardless of their socioeconomic status, racial or ethnic background,
country of birth, or home language. Due to systemic inequities in American education, some
students do not have equal access to quality music education, thus depriving students of their
social, cultural, and educational rights as human beings (Declaration on Equity in Music For City
Students, 2017, Declaration section). City or urban school students deserve the same type of
quality education as students from more affluent, suburban schools. These concepts relate to the
following tenets of CRP: Identity Development, Equity and Social Justice, and Holistic
Experiences.
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The following World Bank quote listed under the second declaration concerning dignity
and inclusion further addresses inequities and social justice: “In every country, certain groups
confront barriers that prevent them from fully participating in their nation’s political, economic,
and social life” (Declaration on Equity in Music For City Students, 2017, Dignity and Inclusion).
Stated within this same declaration acknowledges that it is the cultural right of all students to
access an active musical life, the social freedom to participate in the cultural life of the
community, and an educational right for music education. This statement parallels every tenet of
CRP, which are the following: Identity Development, Equity and Social Justice, Developmental
Practices, Holistic Experiences, and Relationship Development.
Declaration six calls for schools to hire certified teachers to teach music education,
accessible to all city students. Declaration on Equity in Music For City Students (2017), of the
Yale Symposium for Music on Music in Schools, states that confronting inequities in schoolbased music education would require creating music opportunities in schools where they do not
exist, and expand and strengthen existing music programs to become more robust and inclusive.
This process requires school leaders to recognize the value of music as part of a holistic
educational experience.
Education Philosophers and CRP
This section discusses three music education philosophers whose theories align with
elements of CRP. Some aspects of the philosophers’ theories include teacher-student
relationships, socialization between students and community, student interests being an
instructional concern, or having some involvement with music culture and social justice support
CRP for all students.
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Jorgensen and CRP
Jorgensen (2011) approaches music education from a philosophical, metaphoric lens. She
addresses multiple theoretical perspectives and paradigms and connects with various individual
beliefs and norms that encourage deep thought and imagination. She introduces a unique way of
understanding music education through the metaphors and models experienced in everyday life.
The Jorgensen (2011) text Pictures of Music Education is comprised of fourteen pictures that
enter a category of “Metaphor” and “Model” (p.1). She accomplishes this by juxtaposing
metaphors and models with images representing each side, collectively describing the nature of
music education. Each metaphor and model constitute a chapter in the text, totaling fourteen
chapters. There are two different metaphors and models which connect with elements of CRP:
Guide and Pedagogy and Artist and Apprentice.
The Guide and Pedagogy picture encourages teacher-student relationships mirroring that
of counselor, coach, friend, or parental figure. Viewing this picture from the perspective of
chorus teacher and students goes beyond teaching students how to successfully sing in a large
ensemble, blending, and balancing voices. The Guide and Pedagogy picture suggests that the
teacher should consider the feelings and emotions of their students when interacting with them as
a group and individually (Jorgensen, 2011). Their psychological issues of temperament, musical
ability, and identity are all essential factors in shaping teacher and student relations. The teacher
is to ensure that everyone feels valued and validated and has a strong understanding of selfidentity. This teaching philosophy addressing social meanings to include culture, social progress,
and interactions are tenets of CRP. The teacher, as the “Guide,” also considers student emotions,
promotes empowerment, has high expectations for all, and encourages diversity (Jorgensen,
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2011). The teacher-student relationship (chorus teacher and students) as described with Guide
and Pedagogy is like the Artist and Apprentice picture.
The Artist and Apprentice picture describes a one-on-one teacher-student relationship,
such as private lessons, instead of teaching a large ensemble of students. This picture describes
the relationship between that of the skilled artist, such as a concert pianist, and an apprentice or
piano student. The Apprentice engages in several hours of practice to please the teacher because
he is aware that performing with excellence makes the teacher happy. The teacher has high
expectations for his or her students, which has a significant impact on student performance.
Although the teacher is often very stern with high expectations, the teacher is also caring,
personal, and has a nurturing approach to interactions with students. Artist and Apprentice
believe that performance at a remarkably high level should be a way of life. Some of the tenets
of CRP are caring, considering student emotions, and promoting student achievement (BrownJeffy & Cooper, 2011). The next music education philosopher expresses the importance of music
educators supporting a social, collaborative, and an ethical philosophy combining music and
culture.
Elliot and CRP
Elliot (1995) views music education in the context of social rituals and should be
understood concerning the specific cultural aspects that are revealed within the music whether
performing it or listening to it. In other words, music education, whether performing or listening
to music, should be understood relative to things such as social, ethical, historical, cultural, or
educational contexts. Elliot outlines his music philosophy in his book, Music Matters a New
Philosophy of Music Education, stating that “music-making (musicing) lies at the heart of what
music is and that music-making is a matter of musical knowledge-in-action, or musicianship.
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Music education ought to be centrally concerned with teaching and learning musicianship”
(Elliott, 1995). Elliott uses the term “musicing” to describe the act of musicians engaged in
performing or practicing music.
Elliot (1995) believes music educators should be engaged in active reflection and be
dedicated to supporting human development and well-being, the ethical care of others, and the
positive impacts on the lives of people. Elliott (1995) also believes that music teaching and
learning should integrate people, processes, and ethical concerns in social-cultural contexts. His
music philosophy demonstrates the interaction between music and culture based on standards
and tradition of musical practice, expression, and social engagement with music performance.
Musical experience is unique to each performer or listener. Elliott (1995) describes musical
experience as being “a complex web of beliefs, knowings, and dispositions that are unique to
each musicer and listener” (p.205). These beliefs are equal to the tenets of CRP concerning the
social and cultural aspects of teaching and learning, as well as ethics in education. CRP in music
education is multicultural, constituting several cultural or ethnic groups within society and align
with some of the tenets of the music philosophy of Elliott. Elliott (2012) believes music
educators are “succeeding in their efforts to teach music in relation to the themes that underpin
the nature and values of praxis, praxis music education, and music education as/for citizenship”
(Elliott, 2012, p. 22). Elliott defines praxis as “to do” or “to make.” Concerning music education,
praxis music education is the act of student and teacher engagement in music teaching, learning,
and performing.
Dell’Antonio and CRP
Dr. Dell’ Antonio believes that his pedagogical perspectives are relevant to CRP
(Dell’Antonio, personal communication). Most recently, his interest in social justice has been
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centered around disability justice issues and in universal design for learning approaches.
“Inclusion of disabled individuals in our narratives, and taking seriously the role of impairment
or disability can play in identity and musicking” (Dell’Antonio, 2019, p. 251). Similarly, his
venture as co-editor of the series Music and Social Justice with the University of Michigan Press
is grounded in philosophical/ethical principles that seem to resonate with CRP.
In 2019, Dell’ Antonio participated in a project that engages music educators in areas of
social justice and examines how music and musicians impact communities and the nation
(https://www.musicandjustice.com). Even though Dell’ Antonio participates in social justice
activities, which is a CRP tenet, he would agree with most aspects of CRP. Dell’Antonio has a
music education viewpoint like that of postmodernists. Postmodernists believe all music has
value and features a mixture of musical genres and styles and believe no one should deny the
right of others to find pleasure in the music of their choice. This view connects well with the
theory of CRP by supporting the notion of designing music pedagogy to meet the diverse needs
of students, allowing them to have a voice in the type of music they learn. A positive aspect of
postmodernism is that all philosophies and musical styles have an opportunity to be heard
(Hodges, 2016).
Reimer and CRP
Reimer (1993), another postmodernist music education philosopher, offers a balanced
approach to views on teaching and learning. His views on music education come from a variety
of viewpoints. He believes that the individual involved in a particular circumstance in which
music is experienced can cause shifting priorities (Hodges, 2016). Reimer has strong views
regarding equity and social justice relating to music education and culture. As a music educator,
Reimer (1993) believes that every American culture should warrant the capacity to share and
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participate in the multicultural music experience known within our society. He describes our
culture as being “multimusical; we have many musics within our culture” (p. 22). Due to Reimer
taking such a neutral stance regarding music and culture, he would not place emphasis on any
one culture over others as relevant. Instead, Reimer (1993) stresses that musical literacy in
general is equivalent to full membership in our unique society. The following quote by Reimer
advocates for music of all cultures: “Musical literacy in this case means the ability to share the
many types of musical experiences available in our multimusical culture. It is the ability to
understand them and engage appropriately with them so that we can enjoy and cherish them” (p.
22). These words are similar to what might emerge from the theoretical framework of CRP.
We should acknowledge and appreciate multicultural music heritages and “honor,
preserve, and propagate for everyone in America the musical traditions of the Western world in
which the United States exists and has its historical roots” (Reimer, 1993). Reimer acknowledges
the following urgent societal musical needs:
1. To make America’s Western musical heritage available to all citizens
2. To honor and preserve the music of cultural subgroups in America
3. To provide citizens access to music of subgroups other than their own (p. 22).
There is a wide range of empirical studies addressing CRP, equity and social justice in education,
and equal access to music education. There are studies that address strategies on how to teach
students from low socio-economic backgrounds, and studies addressing students who cannot
afford to participate in high school music programs, limiting their access to music education. No
empirical studies on recruiting and retaining high school African American males in chorus exist.
Therefore, to address the gap in research, this study focuses on the impact CRP has on the
continued participation of African American male high school chorus students.
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Gap In The Literature
Literature on CRP as it relates to teaching and learning strategies for African American
students in general is plentiful (Ladson-Billings, 1995, 2009, 2014; Gay, 2002; Lind & McKoy,
2016). Authors like Bond (2017) wrote about CRP as it relates to music education and Butler,
Lind and McKoy (2007) wrote on equity and access in music education conceptualizing on
culture. Limited amounts of literature, if any, exist that specifically focused on choral
recruitment and retention strategies for African American male students and strategies to help
male students to overcome the stereotypes and gender discourses often associated with boys and
singing.
Effective CRP and positive teacher-student relations could lead to attracting and retaining
African American male students which is instrumental in their development (Howard, 2013). A
good example is how coaches tend to gain the respect and trust of their male athletes due to the
level of investment, commitment, and overall concern that the coaches demonstrate toward their
young male athletes. Howard (2013) asserts that “often teachers are unaware or unconcerned
about the social and cultural realities that many African American young men encounter” (p. 72).
Therefore, pedagogy consisting of authentic care, concern, and investment is critical to the
development of African American young men.
Teachers demonstrating care, concern, and investment into the personal and educational
well-being of their students are critical tenets of CRP. Howard (2013) expands on the previous
work of Lynn (2002) where he used critical race theory (CRT) as a lens for examining the
pedagogical practices of an African American male teacher working with African American
male students utilizing CRP as a means to improve their schooling experiences. Howard (2003)
maintains that “to become culturally relevant, teachers need to engage in honest, critical
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reflection that challenges them to see how their positionality influences their students in either
positive or negative ways” (p. 197). This literature informs us that personal relationships matter
in the education of African American males. Incorporating CRP can serve to recruit and retain
African American male students in music education.
Milner (2008) talks about ‘other fathering’ as a concept and role that men can play in
African American males’ lives and personal development. Milner (2008) asserts that there is a
need to investigate the relationships that African American males have with school personnel to
determine how relationships are formed and sustained and how the relationships contribute to
better academic success. Additionally, Milner (2010) believes that culture matters.
“Documenting the vast range of cultural knowledge that Black males possess is vital, and more
important is studying how educators learn about this knowledge and then tailor their pedagogy
accordingly” (Howard, 2013, p. 79). Investigating pedagogical methods and approaches on
retaining African American male singers in high school choral music programs, and the role
CRP has on influencing continued participation help, create the framework of this study.
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CHAPTER 3
METHODOLOGY
Qualitative research methods in education and ethnology are often used to understand the
cultural and everyday life experiences of people and social groups. According to researchers like
Clandinin and Connelly (2000), Gee (1999), and Polkinghorne (1988), the goal in qualitative
research is to analyze, gather, and connect data that addresses the everyday experiences of both
the researchers and participants to arrive at an understanding of those experiences.
Understanding reality for the individual relates to how people make sense of the world around
them, an epistemological perspective that favors a human social interaction. This chapter
includes discussions of a theoretical model for recruitment and retention of boys in choir,
research design, participant selection criteria, data collection and instrumentation, data analysis,
and trustworthiness and reliability, ethical considerations, and limitations. These methods should
help gain insight about students’ lived experiences, allowing them to tell their stories through inperson interviews.
Theoretical Model
Data collected from in-person interviews of the participants should provide crucial
information in support of the study. Demorest (2000) encourages male participation in chorus
and discussed carefully planned approaches to recruit, motivate, and retain adolescent boys to
participate in choir and choral performances. One key strategy that Demorest highlights is
referencing male retention and male stereotypes stating: “Teachers could get some student
athletes to sing in choir or select songs that appeal to things young men enjoy. Carefully selected
repertoire allows the boys to actively participate, even with their vocal limitations” (p. 38). As a
choral director, I encourage adolescent male singers to remain in chorus even if they have
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difficulties singing in tune. Demorest (2000) also suggests that appealing to their self-identity as
males is essential to encouraging boys to sing in choir. This technique is reminiscent to a crucial
tenet, identity development, in culturally relevant pedagogy (CRP) (Ladson-Billings, 1995),
where the teacher validates students’ identities and reasons for involvement.
In my practice, I subscribe to these recruitment and retention practices and ensure that
CRP exists within my choral classroom as it is instrumental to student achievement. The
relevance of my research approach is to expand on current empirical studies, and to provide
chorus teachers with the necessary information that could help them to recruit, retain, and build
successful choral programs that attract and retain African American male students. Additionally,
my music education philosophy appeals to, and addresses, the holistic, lived experiences of my
students. My approach to this study draws from my teaching practices and the lived choral
classroom experiences of my students. The following provides information regarding the
research design, participant selection criteria, research setting and procedures, and data collection
and instrumentation.
Research Design
This qualitative study began in January 2021, following IRB approval from Georgia State
University (GSU) and principal approval to conduct research at my assigned work location at a
high school within a large school district in the South Eastern region of the United States.
Incorporating a qualitative research design using aspects of narrative inquiry, I conducted this
study in two phases: interviews at South Central High School (pseudonym) and a comparison
and contrast of data collected from in person interviews, member checking, lesson plans,
reflection journals, and emails from parents. The next sections describe the details of my
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research design, including the following: participant selection criteria, research setting, data
collection and instrumentation, research procedures, and multiple text analysis.
Participant Selection Criteria
Since the study examines the potential impact of CRP on the continued participation of
African American male chorus students, I interviewed student participants at South Central High
School who identify with the male gender and the targeted racial and ethnic group (African
American). There were 13 students who met the selection criteria for the study. Only five
African American male chorus students who possessed at least three years in the choral program
elected to participate. Rising eleventh, and twelfth grade continuing male chorus students meet
the criteria to participate in the study.
In the effort to isolate data to determine if CRP has a direct influence on the continued
participation of African American male chorus students, I designed the questions considering the
tenets of CRP. Students were provided an opportunity to reflect on their recent experiences in
chorus and answer open-ended questions. I ensured all student participants that their personal
information would remain confidential. I conduced two sets of interviews (45-minute semistructured interview/45-minute member checking interview) with each study participant. Due to
all five students experiencing digital learning from home each day, each of their parents agreed
to allow their son to participate in one in-person interview at school and one interview online
through Zoom. The following is the interview schedule conducted in two phases:
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Week One/Phase One: Semi-Structured Interviews in Chorus Room in-person
Monday 2:30pm

Tuesday 2:30pm

Wednesday 2:30pm

Thursday 2:30pm

Friday 2:30pm

Jack
(12th Grade)

Terrell
(12th Grade)

Andre
(12th Grade)

James
(11th Grade)

Brandon
(11th Grade)

Week Two/Phase Two: Member Checking for Accuracy of Responses. Zoom Meeting
Monday 2:30pm

Tuesday 2:30pm

Wednesday 2:30pm

Thursday 2:30pm

Friday 2:30pm

Jack

Terrell

Andre

James

Brandon

During the in-person interview process, I scheduled each student for a face-to-face interview in
the chorus room. Although I used multiple data sources, the stories elicited from the participants
served as the primary data source of the study. I ensured that none of the participants were aware
of my research topic nor the main study focus because I wanted to protect the reliability of the
study.
Crystallization
For the continued development of triangulation of data and crystallization, I interviewed,
transcribed, analyzed, and organized the data collected from the semi-structured interviews using
a variety of data sources. “Crystallization provides us with a deepened, complex, thoroughly
partial, understanding of the topic. Paradoxically, we know more and doubt what we know”
(Richardson, 2000, p. 934). Crystallization as it relates to my study, involves the analysis of
multiple data sources to include peer review, lesson plans, chorus handbook, parent emails,
participant interviews, member checking, and course syllabus (Figure 3.1). These data sources
provided multiple opportunities in support of a reliable finding regarding my study topic. I chose
to use the crystallization process of qualitative research because I believed it would provide
multiple means that would lead to discovery using available data sources.
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Figure 3.1 Crystallization of Data Sources

Research Setting
The research setting took place in the chorus room of South Central High School. Figure
3.2 are pictures of the chorus room, which should provide a visual account of the research
setting. The chorus room is the location where the students and I participate collectively in daily
choral music teaching and learning activities. The chorus room is a large space that contains two
practice rooms with a piano in each room and a separate office for the teacher. There is a storage
room that contains an organized choral music library, garment racks to store 200 concert gowns
and 100 tuxedos and bow ties, audio sound equipment, and other miscellaneous items related to
the choral program. When the chorus students enter the classroom for instruction and rehearsals,
they sit in their assigned seats according to their vocal section in the riser area of the room as
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seen in figure 3.2. The participant-interviews were each separately conducted in the chorus room
where there were no distractions.
Figure 3.2
Portraits of South Central High School Chorus Room

The purpose of the study was to identify the commonalities between the studentparticipants’ high school choral experiences. My goal was to create an understanding of the
varying or shared cultural experiences, and if CRP impacted their continued participation in
chorus. As mentioned earlier, social constructivists view culture as an important aspect of their
learning theory. Social constructivism and CRP are the learning theories that drive my teaching
as a choral director. The five male African American students who chose to participate in the
study experienced three years of instruction under my direction. At the completion of the study
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and based on the findings, it is my desire that my students will gain a better understanding of
culture, and that the effects of their choral experience could have a lifelong, positive impact.
Data Collection and Instrumentation
The semi-structured interview process of qualitative studies creates an opportunity for
stories to exist, be told, and inquired into. These shared safe spaces unpack the evidence of lived
experiences and how those lived experiences resonate with my own experiences (Clandinin,
2016). The following are the various data collection options: memory recounts, reflective data,
audio recordings, lesson plans, chorus syllabus, choir manual, concert programs listing song
choices, and emails from parents. The memory and reflective data provided the details of the
student participants’ lived experiences. I created a chart to highlight excepts from the verbatim
interview transcriptions from each participant and placed the data into columns according to
emergent themes. From there, I wrote five narrative vignettes based on the told stories from each
study participant and noted common themes revealed from the participants’ responses.
Research Procedures
Out of 13 potential participants who met the selection criteria, the five African American
male chorus students (three 12th grade and two 11th grade) assented to participate in the study.
Through selective components of narrative inquiry, I separately interviewed each participant,
documented their stories, and analyzed the data noting relevant themes that emerged. I created a
chart outlining the emergent and common themes (table 3.1) documenting the data collected
from each study participant, and matched the themes with CRP tenets. Table 3.1 is an example of
the chart used that helped me organize and provide a visual account of how CRP may have
impacted the study participants and their continued participation in chorus. I also used this chart
to record and code the data gathered from each student in preparation for analysis of the data. I
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analyzed visual, written, and spoken data, using multiple text analysis (Keats, 2009). The final
step of the research procedures included a syntheses and further analysis of the collected data.
Table 3.1
Emergent and Common Themes Chart
CRP Tenets Headings

Jack
(12th Grade)

Terrell
(12th Grade)

Andre
(12th Grade)

James
(11th Grade)

Brandon
(11th Grade)

Identity Development
Equity/Social Justice
Developmental
Practices
Holistic Experiences
Relationship
Development

South Central High School Demographics
The ethnic and racial demographics of South Central High Schools is predominantly
African American. Data taken from the 2018-2019 school accountability report showed that the
school serves a community of over 2,500 students. The following was the approximate racial and
ethnic, demographic breakdown of the student enrollment: 74% Black/African American, 15%
Hispanic or Latino, 5% White, 3% Multiracial (two or more races), and 2% Asian. Sixty-five
percent of the students receive free or reduced lunch, 15% receive an individual education plan
(IEP) or special education services, and 4% English to speakers of other languages (ESOL). The
average attendance percentage is 95%. As previously mentioned, although the chorus program
has different ethnicities participating, I will only include male African American eleventh and
twelfth graders for this study.
After I complete my participant interviews, I will write their stories based on my
understanding of what they said. I will then member check, sharing my narrative with the
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participants to verify the accuracy of my depiction of their stories. I conducted semi-structured
interviews with male African American chorus students who have continuous participation in
chorus, using the same open-ended questions for each participant.
Multiple Text Analysis
There are multiple means of expressing stories based on what is observed, written, or
spoken (Keats, 2009). Researchers consider things like emotions, expressions, and gestures when
documenting narrative texts. They also study narrative texts to understand how a participant
lives, their experiences, and expresses their view of the world. It is through their stories that we
construct an understanding of that experience (Polkinghorne, 1988).
I analyzed the data from the semi-structured interviews conducted in the chorus room at
South Central High School. The data collected from the audio recordings of the interviews were
organized using NVivo transcription software (https://www.qsrinternational.com) to gather all
pertinent data. As the interviews were transcribed, I placed any thematic coding into a colorcoded chart to create a visual account of any matching or conflicting themes and differentiated
each interview by the participant’s name. To track and differentiate between each participants’
interview responses, I placed each color-coded text into five separate digital folders. Next, I
analyzed the information in each folder again for accuracy and for conflicting thematic
information. This process allowed me to become highly connected to the data and to synthesize
the information around themes. Using qualitative data analysis software (NVivo), I coded the
data and identified words placing them into thematic units. My analysis included identifying
themes developed from the data collected from the semi-structured interviews. I uploaded each
interview transcription into NVivo and created 91 themes from the interview responses from
each participant. I coded the data using Saldana’s (2016) process of In Vivo coding which
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requires the use of verbatim text from the interview transcriptions during coding and data
analysis. Often, there were more than one theme that emerged from a given interview response
creating multiple codes attached to that one response. I searched for patterns of data to determine
if the themes that emerged could compare to tenets of CRP. NVivo was instrumental in allowing
me to organize the data and create a visual account of emergent themes and the number of codes
referencing each theme. See appendix D to view the 91 themes that emerged from the five
participants.
In my effort to find commonalities, I compared and matched the data and identified
themes to the following CRP tenet headings and sub-tenets:
1. Identity Development and Achievement:
a. cultural heritage
b. multiple perspectives
c. affirmation of diversity
d. public validation of home-community cultures
2. Equity/Excellence:
a. dispositions
b. incorporate multicultural curriculum content
c. equal access
d. high expectations for all
3. Developmental Appropriateness:
a. learning styles
b. teaching styles
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c. cultural variations in psychological needs (motivation, morale, engagement,
collaboration)
4. Teaching Whole Child:
a. skill development in cultural context
b. bridge home, school, and community
c. learning outcomes
d. supportive learning community
e. student agency/autonomy/empower students
5. Teacher/Student Relationships:
a. caring
b. relationships
c. interaction
d. classroom atmosphere
e. managing student emotions (Brown-Jeffy & Cooper, 2011)
Although several themes matched CRP tenets, there were several that emerged that did
not match CRP. Details about the emergent themes are discussed in chapter five discussion and
results.
Comparing The Data
There are three forms of narrative text analysis that I used to code my data: spoken,
written, and visual. The spoken language came from the participants’ storytelling from the semistructured interviews that I audio recorded. Audio transcriptions, concert programs, choir
manual, and lesson plans are the instruments used for the written data. Visual data would include
pictures, parents’ visual accounts of choir concerts, and participants’ gestures and facial
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expressions. I used NVivo transcription software to capture every word, silences, gestures, and
non-verbal sounds, and uploaded and saved the transcription document. I used an excel
spreadsheet to help me organize the text and identify common themes.
As I constructed meaning of the texts, I explored the parts of each story that contributed
to the shaping of the whole (Bal & Van Boheemen, 2009). The specific texts allowed me to
focus on those narratives that were relevant to my research topic. The significance of the study
provided insight and an understanding of the high school choral experiences that male African
Americans have that led to their continued participation in the program. Additionally, the
significance of the data might provide a better understanding of CRP and positive teacherstudent relations and whether CRP influenced the continued participation of African American
male chorus students. Using narrative text analysis in this manner should help support the
trustworthiness and reliability of my study.
Trustworthiness and Reliability
This study employed multiple forms of data collection and analysis procedures to reveal
and articulate multiple lived truths, rather than choose among them (crystallization of data) to
ensure the trustworthiness and reliability of my study (Ellingson, 2009). This qualitative research
design using narrative inquiry included the following data collection processes: reflective data,
interview data from student participants at South Central High School, transcriptions from audio
recordings, lesson plans, chorus handbook, curriculum maps, concert repertoire list, and narrative
text analysis of the data (coding). These various forms of data collection will allow for
authenticity and reliability through triangulation.
Qualitative studies using aspects of narrative inquiry is a personal encounter, and it
challenges the researcher’s ability to objectively analyze the stories told. Analyzing the story for
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internal consistency demands that I employ a level of objectivity. To check for internal
consistency within the narratives, I cross-referenced the statements, making sure that statements
concerning participant experiences in one part of the narrative did not contradict what was stated
in another part. Unfortunately, there are inconsistencies in life, and people may react to things
differently at one time than at another. Regardless of the difference in reactions at various times,
the storyteller should be consistent with their stories of what happened and their response to the
situations. Determining the truthfulness of the story sometimes challenges the researcher to
define their own understanding of truth (Cole & Knowles, 2001). In this regard, I will consider
the events in life do not have fixed meanings but are influenced by subsequent events. Identities
may shift over time and lead to changing memories that reflect varied understanding and telling
of an event. The researcher has the complicated task of locating truth within the memories of the
heart. Understanding that this truth may not always be the whole truth but was the true stories
that the student participants wanted to tell was critical (Clandinin & Connelly, 2006, 1990;
Lichtman, 2006).
Although these forms work to ensure the trustworthiness and reliability of the research,
there are some ethical considerations. Like all research studies, in this narrative inquiry study,
the ethical and conceptual issues that stem from the use of human subjects for the research
agenda was considered. Cole and Knowles (2001) state: “Ethical issues infuse [narrative inquiry]
research projects at every point of their implementation…With the advent of more intrusive
research methods and the requirements of personal investment in research consideration of
ethical issues takes on a new prominence” (Cole & Knowles, 2001, p. 37). Qualitative research
designs utilize multiple research methods maximizing the need for consent considerations.
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There is a heightened need to ensure the disclosure of any potential conflicts of interests,
confidentiality of the data collected, and the accuracy of reporting metrics (Vogt et al., 2012).
Qualitative research designs could affect vulnerable populations, such as children, and I used
extra precautions when studying these populations. There are legal protections in place, such as
the institutional review board (IRB), which must provide consent provisions for my study before
conducting the research. When conducting interviews with participants, it is vital to track
participants through all phases of the investigation. Otherwise, it could become challenging to
protect the identity of the participants (Vogt et al., 2012). Finally, violations of participant
privacy could notably cause harm to students if the information they provided from the interview
has potentially adverse outcomes.
Understanding the ethical issues involved, researchers are required to address issues such
as confidentiality, consent, and access to data during and after study. The study of African
American male students’ experiences does not only serve as a personal encounter for me, but it
also exposes the students’ personal experiences and deepest feelings. This intimate research
demands a level of care and respect. The principle guiding treatment of human subjects used for
research state that the research must “do no harm;” thus, it was essential to be very sensitive to
the information gathered and maintain an open and honest relationship with my participants,
providing the students the space to determine the level of self-disclosure (Cole & Knowles,
2001).
Ethical Considerations
There are ethical considerations with qualitative research designs. Qualitative studies
often utilize multiple research methods maximizing the need for consent considerations. There is
a heightened need to ensure that any potential conflicts of interest are disclosed, confidentiality
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of the data collected, and the accuracy of reporting metrics (Vogt et al., 2012). Qualitative
research designs could affect vulnerable populations, such as children, and I must use extra
precautions when studying these populations. There are legal protections in place, such as the
institutional review board (IRB), which must provide consent provisions for my study before
conducting the research. Finally, violations of participant privacy could notably cause harm to
students if the information they provided from the interview has potentially adverse outcomes.
The Role of The Researcher
As I conducted this research in the effort to understand the impact of CRP on African
American male continued participation in high school chorus, I acknowledge my point of
reference is not necessarily viewed from an impartial lens. In fact, my personal account is
potentially from a biased perspective since CRP and my high school student-teacher relationship
positively impacted me as evidenced in chapter one. Viewing the experience from the lens of
current African American male high school chorus students allows for a more balanced and
objective point of view. My role as researcher is to state my potential biases, limitations and
assumptions regarding my beliefs that CRP and positive teacher-student relations could lead to
continued participation from African American male students in high school choral programs.
Additionally, I must avoid or suspend my potential biases and beliefs to fully understand the
experiences of my participants and reveal reliable data. Creswell (2003) asserts that it is
imperative for researchers to acknowledge any biases, values, or interests, being sensitive to how
personal biographies can shape the outcome of a study.
I served as the primary research instrument in this study. I interviewed the participants,
analyzed, transcribed, and coded the data. My perceptions and experiences were instrumental
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and meaningful to the study (LeCompte et al., 1999). My role as researcher was critical in this
study for several reasons:
1. I was not only an instrument in the study, but I also had a relationship with the study
participants as their teacher which is essential for CRP (Ladson-Billings, 1995).
2. The students’ parents are actively involved in the chorus program and in support of the
student and teacher activities related to academic achievement and performance.
3. The choral program at SCHS has no impact on students’ graduation requirements, nor
does it have any impact on students’ matriculation to the next grade level. This
information is important in ensuring that student coercion was not relevant to this
study and did not occur. Additionally, chorus classes serve as an elective course option
for students which can be dropped without a negative impact to their grade point
average.
These reasons made it extremely important for me to consider disciplined subjectivity as
LeCompte et al. (1999) outlined. “Disciplined subjectivity is the practice of rigorous selfreflection about one’s own impact on the field, as well as how one’s preferences, prejudices,
biases, hopes, and concerns affect the course and outcomes of research” (p. 67). For this cause, I
routinely examined my own prejudices and biases throughout the study, ensuring they did not
impact the collection or analysis of the data. I utilized member checking as part of the data
collection and analysis process to ensure that the data accurately represented what the
participants actually said.
As the researcher, I approached this study from the lens as an African American male
chorus teacher and scholar from a field where, according to the 2017-18 report from the National
Center for Education Statistics (NCES), 79% of public school teachers were white and 76% were
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female (See figure 3.3). This report was last updated in May 2020 reflecting these statistics.
Considering that there is a limited amount of African American voices that have been elevated in
this way in choral music education, I am able to share my experiences in a world of knowledge
that has been historically predominantly shared by white choral music educators. From this
perspective, there is valuable knowledge that the world is not privileged to hear due to the
marginalization of people and because of the predominance of the field of education being
largely white. However, there are limitations that I must acknowledge that I view as strengths
specific to this study in particular.
Figure 3.3
Characteristics of Public School Teachers (Last updated, May 2020)

Limitations
As I conducted this study, I realized that there were limitations. There was no way of
determining if the students’ feelings toward the teacher influenced their responses. If the students
did not respond truthfully or they responded based on what they believed the teacher wanted to
hear, it could result in unreliable findings. Additionally, I investigated a small sample size of
students. I would have preferred all 13 students who met the study criteria to participate. If all 13
students had agreed to participate, it could have yielded more data providing greater details.
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Nevertheless, the smaller sample size allowed me to go further in depth into collection of data in
a different way. Another limitation was 95% of the students participate digitally from home due
to the pandemic. The students lost a year of experiencing concert performances, rehearsals, fieldtrips, and competitions. These experiences could have provided additional relevant data for the
study.
Even though the students did not experience singing and performing this year, it is
notable that they still remained with the choral program. I believe that the students developed a
greater appreciation for music over time along with positive relationships with each other and
with the teacher. I view my relationship with the students and their parents as strengths pertinent
to this study, which are essential to creating a CRP classroom. These teacher-student and
teacher-parent relationships developed over the past three years due to my efforts of revamping a
declining choral program. Quickly over time, I garnered the confidence and trust of my students
and parents through dedication, determination, and collaboration. Because of these positive
relationships, it made my research unique where no one else could have approached this study
from my stance. I was able to foster these relationships and learn why students did not drop out
of chorus and decided to continue participating. Another benefit is that I have used CRP in my
lessons each day and created an active CRP classroom.
CRP is a part of my background and philosophy. Therefore, it is more reliable to
determine if CRP has impacted the students in a way that could have caused them to elect to
continue participation. The next chapter provides narratives from the participants regarding their
experience in chorus. I extracted, analyzed, and coded the data from the participants’ narratives
revealing emergent and common themes.
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CHAPTER 4
FIVE NARRATIVE VIGNETTES
This chapter highlights five African American male chorus students, (Jack, Terrell,
James, Andre, and Brandon) all pseudonyms, who participate in my choral program at South
Central High School (SCHS). Prior to my accepting a position at this school, I worked at a
different southeastern region area school district as a high school choral director for eight years.
When I accepted the chorus position at SCHS, I inherited a choral program of over 300 students.
I was extremely excited about this opportunity, taking over a program already in full operation
with students actively involved. Although this was a great opportunity, it was not absent the
normal challenges of dealing with students who refused to accept me as their new teacher. These
students previously experienced instability and inconsistencies with teachers and a lack of
organization, order, and poor classroom management.
At the time I started teaching at SCHS, Jack, Terrell, James, and Brandon were in my
beginning men’s chorus class. Andre was in the intermediate mixed chorus class. Many of the
students at SCHS grew up in the community and have known each other since the primary
grades, which is the case with Jack and Terrell. Jack and Terrell displayed disruptive,
disrespectful behavior which often interfered and interrupted classroom instruction. Other
students within the class viewed Jack and Terrell as leaders and often welcomed their
inappropriate behavior. However, I made a personal vow that I would win these two students’
(Jack’s and Terrell’s) respect, by using a caring, interactive, collaborative approach which
included a partnership with their parents. This caring, interactive, and collaborative approach are
essential tenets of culturally relevant (responsive) pedagogy (CRP) as Ladson-Billings (1995;
2009; 2014) prescribe. The other three study participants (James, Andre, and Brandon) exhibited
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different behaviors than what Jack and Terrell displayed. James, Andre, and Brandon were
always very respectful and compliant during class.
This chapter aims to invite the reader into the lived experiences of each participant. The
participant’s narrative vignettes about their chorus experience over the past three to four years
will serve as the central narrative of the study. Vignettes are short depictions of stories focusing
on the description of a series of events where the educator’s work was successful (Miles &
Huberman, 1994). The goal is to gain an understanding of how these students (Jack, Terrell,
Andre, James, and Brandon) see music education as it connects with how they view their world
today and in their future. Vignettes provide teachers with the opportunity to reflect on their
practice for the purpose of improvement (Angelides et al., 2004). Angelides et al. (2004) assert
that often school districts welcome using vignettes in research for improving schools. School
district leaders analyze vignettes to help teachers learn from their own experiences and from the
experiences of other practitioners. When analyzing vignettes, educators look for patterns and
examples of practice that could benefit improvements in teaching and learning.
Using narrative inquiry and narrative techniques (Clandinin & Connelly 2004), I explored
how each student viewed their choral experience to determine if CRP influenced their decision to
participate each year. Each narrative vignette presented in this chapter provides the background
of each student participant and how chorus impacted their lives. I will discuss each student
separately and reveal which CRP tenets match with the data collected from the students’
narratives. I begin this chapter introducing the vignettes of Jack and Terrell as they are very close
friends who began their experience with me displaying disruptive and disrespectful behavior. I
present the findings from my research with emergent and common themes later in chapter five.
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Background on Jack and Terrell
When I met Jack three years ago, Jack displayed a very combative and disrespectful
demeanor. At that time, Jack was in 10th grade and loved music. Although he was a talented
singer and enjoyed music, he often exhibited behavior that was against the school classroom
rules and norms, such as laughing out loud during instruction, chewing gum, or refusing to
remain seated. This level of disrespect from a student, at that time, was more than I had ever
experienced. I decided to contact his parents to inform them of Jack’s behavioral issues, and how
he continuously interrupted classroom instruction.
I arranged a parent, student, and teacher meeting with Jack and his mother. During the
meeting, Jack was extremely humble and respectful to his mother, and surprisingly he was also
acting very respectful towards me. I asked Jack why was he giving me such a difficult time? I
informed Jack that it was especially important for me to become successful in this new position,
and it would mean a lot to me if he would allow me to be his teacher. I informed Jack and his
mother that I was determined to become a positive influence in Jack’s life. I vowed to Jack that I
would never give up on him and before he graduates in the next three years, I was going to
become one of his favorite teachers. I informed Jack that I was going to work with him and help
him to behave in a more appropriate and acceptable manner towards me and other people. Jack’s
response at that time was “It’s not going to work. You will be wasting your time”.
In addition to his love for music, Jack loves playing soccer and cooking. He is on the
school soccer team and participates in culinary arts. During the meeting with Jack and his
mother, the mother disclosed how Jack’s father is not active in his life as he only lives with his
mother, who is a dentist. Jack’s mother expressed her appreciation and gratitude at my
willingness to go the extra mile and work with Jack in his academic and personal development. I
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almost immediately obtained the support of Jack’s mother. Jack and Terrell are best
friends. Both Jack’s and Terrell’s parents have known each other since the boys were in
kindergarten.
Terrell was a student in the 10th grade when I first met him three years ago as his new
chorus teacher at SCHS. Like Jack, Terrell displayed inappropriate conduct that did not comport
with the rules and norms that the school outlined to which the students should comply. Terrell is
an identical twin, and his brother, Jamiryl (pseudonym), was also in my chorus class. Jamiryl
presented himself in a genuinely nice, respectful manner. Jamiryl maintains a positive and
compliant classroom deportment considering teacher and school expectations. Terrell and
Jamiryl’s parents each informed me during a parent, teacher, student conference that they are
separated, and each maintains custody of one of the twins. Terrell lives with their dad, and
Jamiryl lives with their mother. I believe that this non-traditional family living arrangement
might possibly have an impact on both Terrell and Jamiryl.
Regarding Terrell and his interaction in class, often Terrell and his buddy Jack would
display collaborative behavior (such as; laughing, joking, throwing paper) that were contrary to
class values and norms, creating a disruptive environment within the class. I arranged a parent,
student, and teacher conference with Terrell and his dad just as I arranged with Jack and his
mother. Terrell’s dad informed me to feel free to contact him at any time if I needed assistance
with Terrell but assured me that I would no longer have issues with Terrell disrupting class and
displaying disrespectful behavior. Just as I vowed to Jack that I will not give up on him and will
work hard to win his trust and respect, I promised Terrell I would do the same for him.
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Jack’s Narrative Vignette
Jack is an incredibly talented young man who writes his own music. He has been in
chorus since third grade within the same school district and cluster. When Jack entered SCHS as
a freshman, he participated in the beginning men’s chorus class. As mentioned previously, when
Jack and I first met he was in 10th grade displaying disruptive behavior during chorus class,
which did not comport with class norms. Jack currently lives with his mother. His father is
Haitian and lives in Haiti, so he is not physically present in Jack’s life. During our face-to-face
interview on a Monday after school starting at 2:30pm, Jack stated the following:
Jack: I did not like you at first. You came to our school thinking you was gone
change things. Like we needed to be changed. Yea my mom liked you and
all. She told me to give it another chance. We was gone drop chorus cause
Ms. Donahue (pseudonym and former chorus teacher) couldn’t handle us.
We gave her a hard time every day. We even made her cry like every other
day. Every day was like a free day cause we did whatever we wanted to
do.
As Jack and I continued our discussions, we continued to reminisce on how much
progress we made in our teacher-student relationship. I was determined to reach Jack because I
felt that there were larger issues contributing to his conduct in class. I figured out that
consistency meant a lot to Jack, and anything I said to him he expected that I honor my word.
Jack is the type of kid who tells the truth regardless of how bad it might sound. Often, I
described Jack as being a “painfully honest” person. As the months and now years passed
interacting with Jack as his teacher, I could tell Jack started warming up to me. During Jack’s
11th grade year, he would try to skip his other classes to remain in chorus with me. I was able to
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use chorus as leverage to require Jack and many other students to do well in all their core classes,
including physical education (PE). I informed chorus students that they must attend tutorials
whenever necessary to ensure they receive passing grades in all classes. Students who did not
receive passing grades could not attend performance field trips or participate in non-required
choral performance activities such as talent shows, homecoming performance events, and other
similar related activities. More highlights from my interview with Jack:
Researcher: What are some of the most memorable experiences about your high school
chorus that you can recall?
Jack: Some of my memorable experiences is from the large group performance
evaluation (LGPE) where we perform two pieces, An Easter Chant and
Bashana. Those are my two memorable pieces. Mm hmm. Also, when we
went to LGPE and performed Early Will I Seek Thee right and Mozart,
Gloria from the 12th mass. Yeah, we did really good both sophomore and
junior years.
Researcher: Thinking back on your entire high school chorus experience, explain why
chorus is important to you?
Jack: I love music and singing. I like to write my own music and songs.
Especially rap music. I like to express myself that way and chorus lets me
do that. Chorus is the one class that I really like. Oh I like culinary too, but
chorus is my favorite. I don’t like my other classes. I don’t like the
teachers neither. When you came I started advancing in choir. I know you
was at another school from ninth grade. I was in beginning men’s in ninth
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grade and tenth grade when you got here. Then in 11th grade I went to
intermediate mixed and now I’m in advanced mixed in senior year.
As time went on each year, I began noticing significant improvements in Jack’s conduct,
allowing me the opportunity to develop his talent. As Jack stated in his narration, he advanced in
chorus moving from beginning to advanced level chorus. As Jack continued reflecting on his
chorus experience, some of his most memorable events that left a positive impact on him were
GMEA Large Group Performance Evaluation (LGPE), the advanced chorus Christmas concert at
Snellville Baptist Church during Jack’s 11th grade year. I allowed Jack and Terrell to be the
program announcers for this concert, playing an important role. Jack and Terrell were in the
intermediate chorus class at that time and did not perform in this concert. However, they did an
awesome job as program announcers, engaging the audience and the two of them alternating
announcing the performance selections. Another event that positively impacted Jack was:
Jack: One of the events that impact me is the event where we went downtown to
the Capitol and it had a positive impact on me because it stood out. Not
only was it something pertaining to African Americans, but it was
something pertaining to the nation itself as far as voting and getting
registered to vote.
The performance event that Jack was referring to was when the president of the town
National Association for the Advancement of Colored People (NAACP) invited the chorus to
perform at the State Capitol during Black History Month. This was an exciting, educational
experience for the students. Not only did they perform for the State lawmakers, but they also had
the opportunity to take pictures with many of lawmakers and witness the Senate and House
actively in session.
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Jack also expressed how chorus is important for him socially. It provides an avenue for
him to meet with his friends and socialize daily with them. He stated he rarely has the
opportunity to see many of his friends outside of chorus class.
Researcher: How have your high school chorus experience fostered lasting
relationships?
Jack: Well, it created a lot of social relations with me because I made friends
that are no longer here anymore. They were seniors and those friends
helped me as far as the notes with notes that needed to be sung. And if I
was singing a wrong note, they would help me, you know, say, no, that's
not the right note, this is the right note. And they would show me where
that note is. Now that I am a senior, I do the same thing for the younger
kids. Even you, I see you as my friend. More like a father cause I know
you care. I guess I’m older and more mature because you always said you
won’t give up on me. I seem you care about all of us.
Over the past years, Jack has matured, and his behavior is much better. His mother
recently told me how proud she is of her son, and how she was concerned about her son a few
years ago. She was concerned about her son making poor decisions that could have negatively
affected his life. I, too, am very proud of the student and person Jack has become, and I believe
he will have a bright future. Jack states that he would always have involvement with music post
high school, but he plans to major in political justice and later go to law school to become an
attorney.
The data from Jack’s narratives match with the following CRP sub-tenets:
1. High expectations for all
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2. Caring
3. Teacher/Student interactions
4. Cultural Heritage
5. Social engagement and collaboration
6. Understanding and acknowledging cultural differences
7. Student agency-autonomy/empower students
8. Managing students’ emotions
9. Positive classroom environment
10. Relationship Development (Brown-Jeffy & Cooper, 2011)
Terrell’s Narrative Vignette
Terrell (now a senior) has matured and demonstrates reliability and sets high expectations
for himself. In fact, Terrell has been voted student president of the choral program (with my
approval). Terrell has become the most prominent voice, and advocate for the choral program.
He is very responsible and follows through on everything I task him with. Like Jack, Terrell has
been in chorus since third grade within this school district and cluster; music and singing are his
passions. Terrell started in the beginning men’s chorus as a freshman and sophomore. When I
became his teacher when Terrell was a sophomore, I advanced Terrell to the intermediate mixed
chorus for his junior year and to advanced mixed his senior year. Terrell loves all genres of
music, but he appreciates the autonomy that he receives to express himself with songs that he
relates to most. The following are highlights from an in-person interview with Terrell on
Tuesday after school at 2:30pm:
Researcher: What are some of the most memorable experiences about high school
chorus that you can recall?
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Terrell: Um, probably Men's Chorus, our first concert, the first concert that we had
In Men's Chorus. Just the chemistry we all had. And it was the songs that
we sang, like Joshua Fit The Battle, Stand By Me, and I’ll Be There. I like
how the audience would always seem to rally behind us guys more the
advanced choirs.
Researcher: Yes, I agree it was amazing seeing all you guys up on stage performing.
There were about 55 young men in the men’s choir when you were in 10th
grade.
Terrell: Yep. Yep. But you taught me a lot of new songs that I didn't know before.
Songs that people have shamed me for not knowing before because I'm
black and didn't know these songs. But you helped me a lot with that. You
made me aware of songs within my cultural heritage. And that's kind of
helped me better understand, like my own culture.
Researcher: Can you discuss some of the songs that the chorus sang that were different
from your culture that resonates with you?
Terrell: We'll say we sang songs in other languages and I was oblivious to those
cultures and languages before we sung them, and I grew more to respect
and seek information about them. I just got to advanced and they seem to
do more songs like that but hopefully we will get to do more singing next
semester.
Researcher: Absolutely. I sure hope so as well. I hope we get the chance to bring all of
you together at some point next semester to sing together. But let’s talk
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about the songs your chorus class sang last year. So what are some of the
songs that your chorus sing? Which one’s do you like the most?
Terrell: “I'll be there” and “Stand by Me” are two of my favorite songs that stands
out to me. Also, The Jackson 5 songs. I also write music that’s relatable to
me. I do like just different genres and what not, but mainly rap. I also like
the theme from Titanic “My Heart Will Go On.” We sang that song well.
You made me aware of songs within my cultural heritage. And that's kind
of helped me better understand, like my own culture.
Terrell enjoyed socializing with his friends in chorus. This was a major part of chorus
that Terrell looked forward to daily. Today, Terrell is a very friendly young man, well-liked by
his peers, and proudly professes his Christian religious affiliation. When I asked Terrell, what is
one of his most memorable things about chorus class? This was his response:
Terrell: The most memorable thing about choir that stands out to me the most was
probably practicing music in the practice room with my friends. Like my
freshman year and sophomore year practicing in a practice room. That's
the main thing. The other memorable time was when you let me and Jack
MC the advanced chorus Christmas concert last year at that church. That
meant a lot to me. I mean I know we didn’t get along at first. I was being
disrespectful a lot. I appreciate you gave me a chance. No other teacher
did that for me.
Researcher: So, what specifically helped turn things around for you and our teacherstudent interactions?
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Terrell: I feel like I had to stop trying too hard to be funny, like I was just stuck,
you know, so I just stopped, like, cracking jokes and stuff, as I would
always do. And once I just got a lot quieter, you know, me and you
became a lot better. The more and more I started to, like, cooperate and,
you know, like you said, mature, the better my grades got in chorus, and
the better our relationship.
I agree with Terrell that our communication and teacher-student relationship
tremendously improved over the past three years. Our district is currently operating on a
concurrent teaching and learning model where students and parents have the option to participate
from home or in-person. Although Terrell has chosen to participate digitally from home, he often
asks my permission to come to school and participate in-person in the chorus room. He
seems to enjoy spending time in the chorus room with me and the other in-person students.
When Terrell comes to school, he shares his visions and ideas he has for the program with me
and the students. Terrell created a website for the chorus, along with a chorus twitter account for
parents, students, and other stakeholders. This provides an awesome means for communication,
announcements, posting exciting information about the choral programs and student
accomplishments.
Terrell has become a thoughtful and outstanding young man with a bright future. Terrell
texted the following message to me on the Remind application:
Terrell: Merry Christmas Mr. Rob! God truly sent you in my life for a good reason
and I know that. As a teacher, mentor, and friend. I’ve always thought of
you as a second father and I hope and pray your family have a great
Christmas Day!
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Educators use the Remind application as a tool for teachers, parents, and students to send quick
text messages between teachers and students and between teachers and parents. The data from
Terrell’s narratives match with the following CRP sub-tenets:
1. High expectations for all
2. Caring
3. Teacher/Student interactions
4. Cultural Heritage
5. Affirming Diversity
6. Social engagement and collaboration
7. Understanding and acknowledging cultural differences
8. Student agency-autonomy/empower students
9. Identity Development
10. Positive classroom environment
11. Relationship Development (Brown-Jeffy & Cooper, 2011)
Andre’s Narrative Vignette
Andre was a 10th grade student in the intermediate mixed chorus class when I became his
chorus teacher. He is currently a high school senior in the advanced mixed chorus class. Andre is
an extremely talented pianist who writes his own music and performs mostly by ear. Andre has
participated in schoolwide talent shows and received standing ovations for his is piano
performances. He won second place in the category of instrumental music at the schoolwide
talent show during the 2019-2020 school year. Andre has participated in chorus since elementary
school, and he is deeply passionate about learning and performing music. Andre’s mother, Ms.
Johnson, is supportive of his academic achievement and music involvement. Ms. Johnson
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volunteers on the parent chorus booster club in the role of co-president. Over 70 parents and I
organized the chorus parent booster club three years ago when I started as chorus teacher. Later
in chapter five, is an email from Ms. Johnson discussing the choral program from a parent’s
point of view, the development of the chorus parent booster club, and the reason Andre did not
drop chorus as originally planned. Andre was the third student participant that I interviewed inperson in the chorus room on a Wednesday after school at 2:30pm. These are some of the
highlights from the interview:
Researcher: Describe the most important things about chorus that inspired you to
continue participating each year?
Andre: So in the first year I was thinking about dropping out until I figured out
that Ms. Donahue was leaving. So I gave it another chance to see if things
would be better than the previous quarter. Yeah, the previous year. So I
gave it another chance and see like how I would like it with the new
teacher. And then, after that I saw how I can grow in singing and chorus.
So when the new teacher came, that’s when I really like enjoyed being
chorus. Like he really taught us a lot of stuff that I didn’t know before.
Yeah.
As Andre and I continued our open discussion concerning his choral experience, Andre
spoke about how much he enjoyed the cultural diversity in the class. Even though the chorus
consists predominantly of African American students, there are students from various cultures,
races, and ethnicities. Andre spoke on how he believes that chorus enlightened him on diverse
cultures and enabled him to relate in ways that he could not previously.
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Andre: Um, we basically respect anybody, no matter what culture or nationality
they're from, what color they are, why we treat everybody the same way.
So and it really taught me that, like things like racism and like prejudice,
you know, like people aren't born with that. They're taught that like this
class really taught me that you respect everybody regardless. Yeah.
Establishing and maintaining positive relationships with his peers and his chorus teacher
was of importance to Andre. He discussed how positive energy within the chorus class motivated
him to achieve highly in class. He believed that this positive energy within chorus overlapped
with how he approached his other core classes. These are some of Andre’s narratives when he
discussed how chorus develops him personally and academically, and when he discussed his
student-teacher relationship:
Andre: Well, when he would break us up into groups I really like, teach me how
to, like, talk to people and like work with, like, teamwork. He taught us
like a lot about teamwork and stuff. He would encourage us to like get our
grades up and stuff like that. And like he was teaching us a lot about
music. It really encouraged me to like learn more about music and do my
best. So. Yeah……Well, he likes to interact with us and we all have a
special bond with our teacher, so I feel like that relationship is easier for
him to interact with us. And stuff like this is easier for the whole class.
I think my chorus teacher wants to he wants us all to succeed and to all be
successful. And he was the one that taught me how to read music. So if
that if we want to do something music wise, then like he wants to prepare
us for that and he really cares about our futures and he's someone we can
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talk to. So, yeah, he he's the one that you can go to if like you need to talk
to somebody like he's a really trustworthy person and you can really trust
him.
Andre graduates high school this year in May 2021, and he desires to major in music in
college. He wants to become a music producer and piano teacher. The data form Andre’s
narratives match the following CRP sub-tenets:
1. High expectations for all
2. Caring
3. Teacher/Student interactions
4. Cultural Heritage
5. Affirming Diversity
6. Social engagement and collaboration
7. Understanding and acknowledging cultural differences
8. Student agency-autonomy/empower students
9. Identity Development
10. Managing students’ emotions
11. Positive classroom environment
12. Relationship Development
13. Bridging Home and School Community (Brown-Jeffy & Cooper, 2011)
James’ Narrative Vignette
James was in the nineth grade when I met him three years ago, and he was a fairly quiet
young man and very talented. James participated in the men’s chorus class as a freshman singing
first tenor, the highest vocal part in an all-male choir. James has a strong voice with
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exceptionally accurate pitch matching. I realized early that James has ‘perfect pitch’ or ‘absolute
pitch’. When someone has perfect pitch, they possess the ability to hear music and determine the
key to the song without the aid of a piano or a musical pitch pipe. Similarly, one could play a
note on the piano and if you have perfect pitch, you can accurately determine what note was
played. In addition to chorus, James also participates in my piano class. James started taking
private piano and voice lessons at seven years old.
The choral program annually sponsors a school-wide talent show that James performed in
each year. James receives a standing ovation at every performance opportunity, as the students
look forward to hearing him sing. James is now in the 11th grade and participates in the advanced
mixed chorus, which is a group requiring teacher recommendation and successfully passing an
audition. James was the fourth participant who assented to participate in the study. I interviewed
James in-person in the chorus room on a Thursday after school at 2:30pm, and these are some of
the excerpts from the interview:
Researcher: What are some of the most memorable experiences about your high school
chorus that you can recall?
James: Well, so far, my most memorable experience, probably the biggest one, is
definitely LGPE, because that's an experience I've only been through once.
And I was in middle school, but it was, you know, pretty kitty like. So
going through this in high school and like basically seeing how the judges
interact with the choir itself and how we're all together and see how we
sort of work, you know, as a group, was also a big experience and
something that, you know, you may not get all the time. The other thing
that stands out is the concerts. And every single one of them is like being
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unique and something that I've never been a part of like that. And, you
know, it's just, you know, because we all get our creativity time, and we
get to show off our techniques and it helps us out with experience. So,
yeah. And that's also OK.
Researcher: Thinking back on your entire high school chorus experience, explain why
chorus is important to you.
James: Of course it's important to me because you know, as a career I want to do
music and most people may not think this, but it helps me a lot with, you
know, learning things that I may not even know because there's a lot of
stuff that I don't know, especially when it comes to music theory, because
it's not just about singing and stuff like that. So being in this class just, you
know, helps to progress me and get me to a higher level that I need to be.
Researcher: What are some of the songs that your chorus sing? Which ones do you like
the most?
James: Ok, we did quite well. The LGPE ones were Early Will I Seek Thee and
Gloria. The one before that was, I think, Bashana and An Easter Chant.
And some of those songs we sang for the holiday concert Ding Dong
Merrily on High, Carol of The Bells, and we did an African peace, Nkosi
si ke lele Afrika. My favorite was actually Early Will I Seek Thee. Well I
think the others was the one that we did for our black history show, which
was Great God Almighty, or I Want To Be Ready. That was a song that,
you know, really touched me emotionally because of like the message,
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you know, and how it had to do from slavery and how it all formed into a
song that we sing today. I did the solo to that song with the choir.
Researcher: What are the types, of chorus classes did you take and are currently
taking? So, starting at ninth grade.
James: OK, so beginning men’s chorus in ninth grade and then advanced mixed
starting in 10th grade. I’m still in advanced now in 11th grade.
James started with the chorus program participating in the beginning men’s chorus class
in ninth grade. Due to his talent level and prior experience, I moved him directly to advanced in
the 10th grade skipping the intermediate level. Every incoming freshman enters the program
taking beginning level chorus classes, and advance to intermediate chorus or advanced chorus
based on good conduct, passing grades, and successful performance audition. When I asked
James to describe some of the activities, not necessarily performances, that he experienced in
chorus that have a lasting impact on him personally, this was his response:
James: We went to a college, yes, towards freshman year from oh, to Morehouse,
Morehouse, the Morehouse one. That field trip really interesting. And the
guys singing in the choir, and seeing their ritual of how they get on the
stage and coming off easily, and engaging with the crowd was really an
awesome experience. I want to go to Morehouse after I graduate and sing
in that choir.
Researcher: What are some of the most memorable things in general about chorus that
stand out to you?
James: To be honest, the classroom setting, because it's like especially with you
as a teacher, most choirs would have to be, you know, real strict and stuff
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like that. But you also gave us our freedom to, you know, socialize. Which
probably actually made us better as a choir. To be able to know each other,
to talk to each other and know each other's voice and stuff like that. So
that was also a big thing when it came to making it memorable, because
imagine just sitting in a class, you know, that, you know, rigid structure
type thing. Being able to socialize sometimes, I think, helps us to perform
better with like a bond as a choir. It's you know, it's not just, you know,
literature and music, and but it's also a social event in an environment
where we grow and understand and learn each other on a social level, that
it's all help teaching us about how that there's a time and a place for
everything so we can come to class socially. But when it's time to get to
work, we get to work.
Researcher: Describe your feelings, opinions or beliefs about how your chorus teacher
feel about his students.
James: I believe, honestly, that you actually care about us, because I realize from
most teachers it doesn't seem like they like have their whole heart in it for
us. I can tell that you really cared about us and thought it was really
important for us. So you always wanted to push us to do well. Because I
remember I was in beginning men’s choir. Most of the guys. Half of us.
Yeah, half of them just was in there because they got put in a class. They
didn't want to be there. So they would sit there, and do nothing. And some
of those exact same guys are still in the class because you sort of pushed
them to get to know what this music is actually about. And what, you
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know, everything that you teach us, and the importance of it all and the
reason why they're still here. So you actually did push us to a lot and how
to see the bigger picture, especially as a kid.
Researcher: What is it about chorus that motivated you to continue participating each
year?
James: Actually, a lot of things. One, one of the biggest ones is just basically
seeing something through. When it comes to me, like I'm not going to
quit, especially with this being a topic that I love. I'm going to see it
through to the end of my four years, you know, because like I say, it is
enriching in so many different ways. And so stopping this is like stopping
its free education. If I don't take this, then who would I be? You know,
and then like being in a classroom full of, like, people who support you
with the dreams and all these different things, it's just something so big.
And the fact that you can get this here, because, you know, most people
have, I'm not a sportsperson, but most people have their own teammates,
you know, these things. But then you have your own family and in a
whole classroom where they all support you. That's a big thing. So why
would I drop out of chorus a place with all this support?
James has aspirations to become a professional music performer after he graduates. He
wants to attend Morehouse College, majoring in vocal performance and sing with the Morehouse
College Glee Club. The data form James’ narratives match the following CRP sub-tenets:
1. High expectations for all
2. Caring
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3. Teacher/Student interactions
4. Cultural Heritage
5. Affirming Diversity
6. Social engagement and collaboration
7. Understanding and acknowledging cultural differences
8. Team and family-like environment
9. Student agency-autonomy/empower students
10. Bridging home and school community
11. Developmental appropriateness
12. Managing student emotions
13. Positive classroom environment (Brown-Jeffy & Cooper, 2011)
Brandon’s Narrative Vignette
The next and final participant that I interviewed in person on Friday after school at
2:30pm. is Brandon. Brandon is currently in the 11th grade participating in the advanced mixed
chorus. Brandon started the choral program as a freshman participating in the beginning men’s
chorus. Like James, Brandon moved up to the advanced mixed chorus in his 10th grade year.
Brandon sings second tenor and also serves on the student leadership team as a stage manager
during performances and programs in the school theater. Brandon and his younger brother live
with their grandparents, as their parents are currently estranged. Brandon is an extremely friendly
young man who seem to enjoy being in chorus class. Brandon excels in music performance and
music theory, and his grandparents stated that his grades in his other core classes improved over
the past three years. They believe that his love and appreciation for music contribute to his
achievement in other classes. His grandparents informed me of how pleased they are of Brandon
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and his involvement with music. Brandon’s grandfather was present when I interviewed
Brandon. After the completion of the interview, Brandon’s grandfather expressed gratitude and
appreciation towards me for becoming an important and positive entity in Brandon’s life. These
are some of the excerpts from the interview with Brandon:
Researcher: What are some of the most memorable experiences about high school
chorus that you can recall?
Brandon: My most fun memories that I had was every time we go on the stage after
hard working, hard dedication that we put in throughout the week, and we
go to these concerts and perform for people and see our moms and dads
faces and being proud of how we did throughout this whole school year.
And we learned something from it. (Brandon calls his grandparents “mom
and dad”)
Researcher: What are the types of chorus classes that you take and are currently taking
in the three years that you've been in chorus?
Brandon: I started in beginning men’s chorus, which was my freshman year. And
then after that, I jumped right up to advanced chorus.
Researcher: Thinking back on your entire high school choral experience, explain why
chorus is important to you.
Brandon: It's important to me because for me, I really like music. Ever since I was
like a little kid, I would play, you know, I have my own drum set at one
point. But, you know, I gave up a little bit on it because of family issues
and all. But coming to South Central and seeing everyone have their
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musical drive and interest the way I like music, makes me want to go on
and upgrade myself into music.
Researcher: What are some of the songs that your chorus sing and which ones do you
like the most?
Brandon: The most? I would say hallelujah. I like how we sing a lot of like God
songs, not gospel, but like he's more like choir gospel, you know, stuff that
fulfills God's purpose and stuff.
Brandon comes from a Christian family environment and loves singing and listening to
sacred music. Brandon seems to enjoy singing all genres of music, including music from other
cultures and languages. I can recall having discussions with Brandon’s grandparents at the end of
performance events or chorus parent meetings, about how they raised Brandon based on
Christian beliefs and values. Brandon often spoke on how songs made him feel happy and
emotional at times.
Brandon: There's one song that we sang. It was called Bashana and I believe it's like
Hebrew-ish, whatever. I like that I like to sing that because it has that
feeling, that one feeling. And, you know, me and my grandparents, we do
watch a lot of gospel type things and we sing a lot of things like that. But
singing it in a different language is a cool experience.
Researcher: What are some of the most memorable things in general about chorus that
stand out to you? And it doesn't necessarily have to be like a performance.
It could be anything. Anything that stands out to you that's memorable in
general about choir.
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Brandon: The people that I'm with. Usually I'm a kind of quiet, shy kid. I keep to
myself. But ever since I went to advanced mixed chorus, when I'm outside
of my standards, well, outside of my circle, I'm being able to open up and
find some older classman friends that I can connect to. And we can find
some things that we have connection, connection and things in common.
Researcher: Describe some of the activities, not necessarily performances. It doesn't
have to be a performance that you experienced in chorus, but describe any
activities that have a lasting impact on you personally.
Brandon: I would say one time it was during class in the advanced mixed chorus
always. But we broke out into sections and it's like we had a certain
section leaders in our group. And we went to a practice room and was
practicing sight-reading. Now this is my first year being introduced this.
So I did struggle a lot. But once we went and broke into groups,
everybody found their own rhythm and that's when everybody came
together. And that's when I got better and started seeing improvements in
my sight-reading. It also impacted me by showing that leadership is key
and bonding with people that you're not used to. Another thing is well,
finding people that you have a connection with and that helped. And when
you have that connection it is good to build more relationship to that
person. And you can help them through hard times or whatever. Just not
even inside the music part. Like say you have troubles with something,
your lifestyle or your home, that you feel comfortable talking to the person
with whom you never know. They can give you some good advice on
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where you can push through it, and help you so, so you can establish some
friendships. And good friendships that you trust.
Researcher: Describe your feelings, opinions or beliefs about how your chorus teacher
feel about his students.
Brandon: I feel like he goes beyond for his students, even not in certain classes like
all his classes. And he has a lot of classes where some classes be full of a
mixture of females and males. And I feel like he really does care for
students and that he wants the best for his students.
Researcher: Describe some things you learned about yourself being in chorus.
Brandon: I learned that, you know, if you don't open up, no one will really know
who you really are. And so once you do open up and people can see you
for who you really are and not what you pretended to be, then you can
make good friends.
Brandon wants to become a music producer after he graduates high school. He wants to
attend a college that offers music technology and production. Brandon is interested in working in
both an instrumental and vocal music position. The data form Brandon’s narratives match the
following CRP sub-tenets:
1. High expectations for all
2. Caring
3. Teacher/Student interactions
4. Cultural Heritage
5. Social engagement and collaboration
6. Student agency-autonomy/empower students
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7. Identity Development
8. Positive classroom environment
9. Relationship Development (Brown-Jeffy & Cooper, 2011)
Supplemental Data
The following are examples of diverse concert performance-choral music literature, vocal
music curriculum mapping, lesson plans, choir manual, and parent emails providing information
and statements regarding the choral program from the parents’ perspectives. Each of these items
provides additional data for further crystallization of the study.
December 2019 Holiday Choral Department Concert
With a continuous effort in teaching a diverse genre of music representing the diversity
that exists within the classroom, the following program from the 2019 holiday concert provides
examples of music that the study participants referenced in their stories. The songs highlighted in
yellow represent the music literature relevant to the culture of the participants or to their specific,
personal interests. This following program indicates how I, as a teacher, incorporate CRP into
the classroom and provide students the opportunity to engage in a diverse genre of music as they
previously mentioned in their interviews. In the effort to ensure that students receive a wide
range of music that highlights the different cultures that exist within my classroom, I develop a
music pedagogy to address these academic and cultural needs of my students.
Intermediate Mixed Chorus:
Now Sing We Joyfully Unto God……………………………….Gordon Young
Jazz Gloria……………………………………………………….Natalie Sleeth
My Heart Will Go On (Titanic Theme) ………………………….James Horner
Vocal Solo by James (Study Participant)
Do You Hear What I Hear……………………………………….Noel Regney
Gloria Shayne
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Like An Eagle…………………………………………………Carl Strommen
Beginning Men’s Choir:
I’ll Be There…………………………………………………..….Jackson 5
Stand By Me……………………………………………………...Ben E. King
Vocal Solo Mr. Lawrence Robinson
Dance solo by Tina Marshall (Pseudonym)
Beginning Women’s Chorus:
The Moon…………………………………………………………Andy Beck
Sleep My Child……………………………………………………Ruth Schram
Vocal Solo by Gena Thurston (Pseudonym)
Dance Duet by Kathy Griffin and Kim Johnson (Pseudonyms)
Advanced Mixed Chorus (Concert Choir):
Let the Song Begin………………………………………….........Donald Moore
Carol of the Bells………………………………………................Peter Wilhousky
No Room, No Room……………………………………………...Ruth Morris
Nkosi Si Keleli Afrika……………………….National Anthem of South African
Vocal Solo by Jonathan Jones (Pseudonym)
Early Will I Seek Thee……………………………………………Thomas Weelkes
Ding, Dong Merrily on High……………………………………...Charles Wood
Bashana Haba’ah………………………………………………….Nurid Hirsch
Great God A ‘Mighty……………………………………………..Jester Hairston
Vocal Music Curriculum Mapping
The vocal music curriculum mapping provides a macro view of the vocal music
pedagogy for an entire academic school year. It offers an overview of the monthly content
standards, skills and techniques, activities, and assessments. The curriculum map has essential
questions to engage students in open dialogue. The content standings cover a variety of required
performance standards such as proper breathing, proper standing and seated posture, pitch, and
rhythm dictation. The curriculum map also addresses student’s demonstration and understanding
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of singing music from a variety of cultures and languages like Italian, Latin, German, and
Hebrew. A relevant part of the curriculum addresses historical aspects of Black History Month
(February), where the students learn about the important contributions African Americans made
to the music industry. They learn about the history and relationship of the slave song (negro
spirituals) and the underlying messages in the spirituals. Even though we observe Black History
month, students engage in this diverse music genre all year long. Listed under the essential
questions and skills columns are literature that address CRP, such as skills that teach students to
sing in different languages and examine music from many cultures. See figure 4.1 below and on
the next page for a detailed view of the vocal music curriculum map that I created.
Figure 4.1
Vocal Music Curriculum Mapping

107

Lesson Plans
Figure 4.2 on the next page is an example of an actual lesson plan showing daily
activities that take place in chorus class during a week. The opening activity engages students in
vocal warm-ups consisting of breathing exercises, various vocal exercises demonstrating proper
vowel and consonant usage, phrasing, and harmony. It also shows the reader which music
education performance standards are addressed in the lesson each day. Additionally, it lists the
choral literature/repertoire practiced each day along with which music element (rhythm, pitch,
meter, intervals, scales) is being focused on. The yellow highlighted text is an example of a
theme that emerged from the study participants’ stories (student agency/autonomy) when they
spoke about their appreciation of student-led section rehearsals. The daily repertoire list further
demonstrates how students experience CRP by learning a diverse genre of choral music.
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Figure 4.2
Weekly Lesson Plans
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Chorus Manual and Handbook
The chorus manual and handbook provide a detailed description of what students will
learn and experience in the choral program at SCHS. The following is an excerpt from the
introduction of the choral manual and handbook:
Introduction:
In chorus classes, students learn the basic fundamentals of singing properly. Students
prepare a repertoire with a general goal of establishing a sense of ensemble, culminating in an
audience concert and State vocal competitions. Students also prepare music according to the
standards set by the State and SCHS in preparation for the State choral, ensemble, and solo
competitions as well as district honor choruses. The students learn the basics of healthy vocal
production and begin to apply learned techniques to their individual singing. The students learn
to develop an appreciation for the ensemble as individuals and as a whole. They develop an
awareness of individual and group vocal strengths, and the desire to grow aesthetically and
artistically. Students learn to read music, sight-singing three to four-part exercises that include
steps, skips and leaps in preparation for three- and four-part vocal score reading. Students learn
basic music theory concepts applicable for singing and playing the piano or keyboard. They also
learn a variety of choral works ranging from the Renaissance Period to Contemporary or current
musical styles. In other words, students learn to sing Classical, Gospel, R&B, Jazz, and some
other music of culture and choice. Students have the opportunity to perform in the community on
academic field trips, school assemblies and shows, and at choral, ensemble, and solo
competitions.
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Chorus Parent Email Communication
This next section provides information about the SCHS choral program from parents’
perspectives. The email communication between the parents and teacher provide additional data
in support of the study. Effective CRP includes ongoing collaboration and partnerships with
parents in support of the students. The following email communication has a date range
beginning from October 2018 through January 2021. Although there are numerous email
communication back and forth between the parents and me, I randomly selected the following
four parent emails for the purpose of this study:
“Good Morning Parents,
Today is our Fall Concert! We are asking for parent volunteers to come and help prepare
the meal for the students who plan to remain after school. We are also still in need of
various food dishes (ie: spaghetti, Swedish meatballs, wings, salad, water, pasta, wings,
plates, plastic forks/spoons, napkins, etc.). If at all possible, please arrive at 3:30 or as
soon as possible. The students who remain will be in the chorus room. Please see the
following itinerary:
4:00pm-5:00pm- Dinner in the Commons Area (Cafeteria)
5:00pm- Get Dressed
5:30pm- Call Time. All students should be dressed and ready in their designated
assigned rooms in the "C" Building.
6:00pm- (Sound Check) Students will be transitioned to the Theater and seated in
their assigned seating areas
7:00pm- Concert Begins
Warm Regards,
Mr. Lawrence Robinson” (personal communication, October 30, 2018).
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Parent 1:
Greetings Mr. Robinson
SCHS is lucky to have YOU!!! We thank YOU for your passion, patience &
commitment to our students. Please continue to Lead - You have our support!!!
Ms. Katheryn Odom (pseudonym). (personal communication, October 30, 2018).
Parent 2:
Professor Robinson,
Thank you so much for all that you do for our students. It really shows in the
results of the show how much you care for our children.
Here to serve,
Shanetta Smalls (pseudonym), James’ mother.
(personal communication, October 31, 2018).
Parent 3:
I second all those compliments! I was a choir & chorus member back in the dark
ages & just the way the students ended each song together perfectly was
amazing! You know, I think the young men especially need a man like you to
respect & emulate. PLEASE NEVER LEAVE!!! Ok I know you can’t promise
that. lol The last concert there I attended was so disrespectful and out of control. I
may have video of it somewhere. I think you would be shocked. I am definitely
going to get in touch about the booster club. I am pretty sure I can get some
businesses to sponsor the chorus & perhaps we could fill the back of the chorus
programs with “Thank you to our sponsors” listings. I run the Millersville Today
(pseudonym) page on Facebook and I posted live video of part of the concert. The
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connectivity was poor inside the theater & the focus is terrible 90% of the time,
but the sound is good. Thanks again, Dayla Mixon (pseudonym).
(personal communication, October 31, 2018).
Parent 4:
SCHS Chorus Experience From a Parent’s Perspective
When my son was in the ninth grade, he joined the SCHS Choral program.
Previously he had participated in the Choral program in Middle School and
decided to further his musical education into high school. The first year of the
program at SCHS was rocky to say the least. I remember the first few concerts of
the year being almost disastrous, uncontrollable and a poor display of musical
talent. It wasn't that the students themselves weren't talented but the discipline in
student musical talent, respect, and dedication was severely lacking. After one of
the concerts, I was so displeased in the program that I considered removing my
son from the program the next school year in order to allow him to focus on a
more technical field of study.
The next school year came which brought a new Choral Director, Mr.
Lawrence Robinson. My son's passion and musical talent instantly seemed to
increase as he began to truly learn and enjoy the fundamentals of music. The
concerts that I attended were well managed, student behavior improved, and the
musical selections were a delight! Mr. Robinson worked tirelessly with the
students to mold and ignite the passion for music in each student. The fact of the
matter is, Mr. Robinson saved the Choral Program at SCHS.
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As I was thoroughly impressed with the program improvement and I
expressed my thoughts to Mr. Robinson after one of the concerts and during my
son’s junior year at SCHS, I decided that I would like to assist in the program and
help if I could. In a short time, I became the Co-President of the Choral Booster
Club at SCHS and served alongside other parents with the same passion and
determination to help this program grow and be a predominant program in the
community.
The booster club was in charge of fundraising for the Choral Department,
overseeing volunteers for events, assisting alongside the Choral Director and
many other activities to boost the Choral Department. At this time the Choral
department is a fully functioning Board with a 501(c), Charter and Articles of
Operation.
My son is now a Senior at SCHS and will graduate this school year 2021.
2020 brought many challenges in the education field, however, even in our
current pandemic, the program continues to flourish and grow. Students are still
dedicated to their musical studies and the board works closely with Mr. Robinson
in assistance of the program. As a parent, citizen and community member I am
overly joyed at the work Mr. Robinson has done with the Choral department and
honored to be a part of such a wonderful musical program.
Warm Regards, Keena Walters (pseudonym)
(personal communication, January 2, 2021).
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Summary
This chapter highlighted five African American male chorus students who elected to
continue participating in the choral program at SCHS. Incorporating three years of a culturally
relevant classroom environment (Ladson-Billings, 1995), I provided background on a once
declining choral program, rebuilding the program. Through narrative vignettes describing the
lived experiences of the five participants, I extracted data that revealed themes that align with
CRP tenets. There are many common themes that emerged from the data collected from each
participant. Included in this chapter were choral performance music literature, vocal music
curriculum mapping, lesson plans, choir manual, and parent emails providing additional data
from parents’ perspectives for data crystallization. Through multiple text analysis (Keats, 2009),
chapter five presents findings, emergent themes, common themes, and conclusions. Chapter five
ends with implications, and suggestions for further research.
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CHAPTER 5
DISCUSSION AND RESULTS
Viewing and approaching this study through the lens of Clandinin and Connelly’s (2000)
narrative inquiry, Vygotsky’s (1964) social constructivism, Husserl’s (2012) phenomenology,
and Ladson-Billings’ (1995) cultural relevant pedagogy as a methodological approach, enabled
me to socially reflect and engage with the study participants. I completed five individual pre- and
post- semi-structured interviews revealing seven common themes (Table 5.5) matching CRP
tenets. There were several emergent themes revealed between the five participants touching on
multiple CRP tenets and sub tenets. Tables 5.1 through 5.4 provide a visual account of the data
coded and collected from each participant, matching that data to the appropriate CRP tenet.
When there was no data represented for a given CRP tenet from a participant, I documented that
cell stating ‘no data’ for that particular CRP tenet. Over the past three years, I developed
meaningful relationships with students and parents, which made it easy to create safe spaces for
the student participants and me to meet and listen to their stories. During the semi-structured
interview process, the participants reflected on their high school choral experiences and how
those experiences impacted their continued participation in chorus. I used my iPhone to record
each interview session and later transcribed the interviews using NVivo transcription software.
Thereafter, I coded my data using Saldana ( 2016) methods of In Vivo Coding, which is a
data analysis process in which the actual words of the participant are examined. Another word
for In Vivo Coding is literal or verbatim coding. “In Vivo Coding is appropriate for virtually all
qualitative studies, but particularly for beginning qualitative researchers learning how to code
data, and studies that prioritize and honor the participant’s voice” (p. 106). According to Saldana
(2016), In Vivo Coding is primarily used during the initial coding stage of grounded theory, but
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researchers can also use this coding method with several other methodologies. I found this
method of coding particularly useful with my study since Saldana (2016) asserted that coding
with youth’s actual words enhances and deepens an adult’s understanding of their cultures and
worldviews. He also claimed that this coding method is particularly useful in research on how
teens view education. In parallel to my study, I was interested in understanding how my African
American male students view their choral experience and those factors that motivated them to
stay.
During this first level of coding, there were 91 themes that emerged from the five study
participants. Many of the themes were similar, so I grouped those themes together creating
categories or headings that matched CRP tenets. The following figure 5.1 is an example of how I
grouped similar themes under a CRP tenet heading:
Figure 5.1

Please see appendix D to view the complete chart listing all 91 emergent themes.
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After I completed a thorough data analysis, I realized that there were 7 common themes that all
five participants share based on the following CRP theoretical framework.
Connecting Findings to CRP Tenets
1. Identity Development and Achievement:
a. cultural heritage
b. multiple perspectives
c. affirmation of diversity
d. public validation of home-community cultures
2. Equity/Excellence:
a. dispositions
b. incorporate multicultural curriculum content
c. equal access
d. high expectations for all
3. Developmental Appropriateness:
a. learning styles
b. teaching styles
c. cultural variations in psychological needs (motivation, morale, engagement,
collaboration)
4. Teaching Whole Child:
a. skill development in cultural context
b. bridge home, school, and community
c. learning outcomes
d. supportive learning community
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e. student agency/autonomy/empower students
5. Teacher/Student Relationships:
a. caring
b. relationships
c. interaction
d. classroom atmosphere
e. managing student emotions (Brown-Jeffy & Cooper, 2011)
This chapter focuses on emergent and common themes that each participant share, and
also highlights some of the alternate results that do not necessarily align with CRP. It also
discusses the findings, conclusions, implications, and suggestions for further research. Even
though each of the participant’s responses have common themes, there were also themes that
align solely with each individual. Because the data collected from each interview matched
several CRP tenets, it allowed me to answer my research question. The narrative vignettes in
chapter four enabled me to gain a deeper understanding of why each participant continued
participating in chorus. Based on data generated from in-person interviews and supplemental
data (relevant choral music literature, vocal music curriculum mapping, lesson plans, choir
manual, parent emails), I can conclude that CRP and positive teacher-student relations do impact
the continued participation of African American male chorus students in a choral classroom. The
following tables 5.1, 5.2, 5.3, and 5.4 allowed me to code and organize the emergent themes
from each participant matching the data with the appropriate CRP tenets.
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Table 5.1
Emergent Themes (Interview Data) Matching CRP Sub-Tenets
Jack

Terrell

Andre

James

Brandon

High Expectations
For All
You always check
with my other
teachers to make sure
I’m passing and doing
what I’m supposed to.
You want all us to
pass our classes.
You want us to get
superior at LGPE
I matured in this class,
you know, helped me
mature pretty much
everywhere else and
get better grades in all
of my classes. LGPE
made me want to do
better at sight reading.
LGPE. Yeah when the
lady was evaluating
us and when she gave
us good feedback, it
really opened my eyes
like I really need to do
better. I think my
chorus teacher wants
us all to succeed and
to all be successful.
LGPE and the judges
giving us good
feedback made me
feel like working
harder.

The judge helped me
understand what I
should work on and
what I need to
improve on since we
did go to LGPE

Caring
I feel like you like
my father. I think we
have a good
connection cause you
care. I can tell.

Teacher and Student
Interactions
You my favorite teacher.
You the only teacher I
ever liked. I always gave
my other teachers a hard
time.

When I realized that
you actually care, it
made me want to do
better.

It also did something to
me when I heard you
promise Jack that you will
never give up on him. No
teacher has ever said that
to him.

He really cares about
our futures and he's
someone we can talk
to.

We all have a special
bond with our teacher, so
I feel like that relationship
is easier for him to
interact with us.

I believe, honestly,
that you actually care
about us.
I can tell that you
really cared about us
and thought it was
really important for
us and our wellbeing.
He really does care
for his students and
he really does want
the best for us.

No Data

And he will reach out and
do out of his way for his
students.

Cultural Heritage
Learning Nkosi si
Keleli, which is that,
you know, the African
national anthem. So
just knowing those
things definitely
enriched me and had
added more to my
knowledge.
You made me aware
of songs within my
cultural heritage. And
that's kind of helped
me better understand,
like my own culture.

My favorite and most
memorable experience
in chorus was the
field-trip to the State
capital because when
you sing the spiritual,
"I want to be ready."
Yeah, that was my
favorite song out of all
the songs we sang.
We went to a college
towards a freshman
year from oh, to
Morehouse. That field
trip really interesting.
And the guys singing
on stage and engaging
with the crowd was an
awesome experience.
When we performed
it. Oh Great. God
A’mighty spiritual.
Choir is really
powerful for the Black
community and black
culture
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Table 5.2
Emergent Themes (Interview Data) Matching CRP Sub-Tenets
Affirming Diversity

Social Engagement/
Collaboration

Understanding/
Acknowledging
Cultural Differences
I think that the that the
type of music that we
learn is pretty diverse
when you're touching
other cultures?

Jack

No Data

We're literally family.
A togetherness type
feeling. We just
created bonds that,
you know, will last
for life.

Terrell

Because I'm black and
didn't know these
songs. But you helped
me a lot with that.
You made me aware
of songs within my
cultural heritage. And
that's kind of helped
me better understand,
like my own culture.
I like Nkosi Si ke leli
Afrika. Yeah, that
was our African
national anthem song,
the national anthem of
South Africa.

The most memorable
thing about choir that
stands out to me the
most was probably
practicing music in
the practice room
with my friends.

We sang songs in other
languages and cultures.
I was oblivious to those
cultures and languages
before we sung them, and
I grew more to respect
and seek information
about them.

And we all like
working as a team. if
someone doesn't
understand something
like the other person
would help them.

James

I probably wouldn't
know as much about
these sorts of things.
Like the spirituals
we've done. And how
they came from
slavery and how these
songs became what it
is today.

But it's also a social
event in an
environment where
we grow and
understand and learn
from each other on a
social level.

Choir Yeah, so it really,
really opened my eyes to
that, like no matter what
culture somebody is like.
Um, we basically respect
anybody, no matter what
culture or nationality
they're from, what color
they are.
What was most
astonishing, was the
music we do is not only in
just English or, you know,
based on one race. We
learned languages and
styles like Bashana,
which is a whole different
culture, language, people,
all that

Brandon

No Data

We broke out into
sections and it's like
we had certain
section leaders in our
group when we went
to a practice room
practicing sightreading.

Andre

No Data

Student
Agency/Autonomy
Empower Students
You also gave us our
freedom to, you
know, socialize.
Which probably
actually made us
better as a choir.
being able to know
each other, to talk to
each other.
The most memorable
events that left an
impact on me the
most is probably
during our concerts,
seeing how people
genuinely like to
watch us perform

When I see the
audience like
clapping and
cheering, it makes
me feel like we did a
really good job.

When you give us a
chance to sing our
solos, you can sing a
song as long as it's
appropriate. And
that's the part of the
freedom that we
have. Like I now
have the confidence
that I didn’t have
before.
We go to these
concerts and perform
for people and see
our moms and dads
faces and being
proud of how we did
throughout this
whole school year.
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Table 5.3
Emergent Themes (Interview Data) Matching CRP Sub-Tenets
Jack

Identity
Development
No Data

Manage Students’
Emotions
Whenever I would
get mad and ready to
go off on somebody.
You help me calm
down and thing
rational.
No Data

Positive Classroom
Environment
I love the classroom its
very welcoming and
comfortable. You like to
make me leave to get to
my next class on time.

Terrell

You made me feel
comfortable being
myself.

Andre

And yeah, it's that
taught me how to be
comfortable with
myself more, you
know, because you
had a chance to
perform in front talent
show.
No Data

If like you need to
talk to somebody like
he's a really
trustworthy person
and you can really
trust him.

Well, it's a really
welcoming environment.
Where you can be
comfortable to talk to
anybody and you can just
hang out and you feel
good.

You are sensitive to
our feelings. If we
don’t feel well you
allow us to not sing.

The classroom is quite
comfortable

I learned a lot about
myself. I learned that,
you know, if you
don't open up, no one
will really know who
you really are.

No Data

For a majority of the
classes and all the time is
a very good vibe and, you
know, happy and
everyone is enthusiastic
about what they're doing.

James

Brandon

I feel like it's pretty
relaxed and welcoming.
That's what I get from
being in your class.

Relationship
Development
I have my close
friends that I met in
choir, but I’m cool
with everybody. You
know Terrell is my
boy though.
This class helped me
create some lasting
friendships. Me and
Jack have known each
other since 1st grade,
but we became close
when we got to high
school choir in 9th
grade.
I developed a lot of
friendships with a lot
of people. And I
learned how to make
friends.

The relationship from
the teacher and the
student wasn't, you
know, as strong as it
could be, but just with
being around each
other, working with
each other, you know,
it definitely
strengthened.
I keep to myself. But
ever since I went to
advanced chorus,
when I'm outside of
my standards, well,
outside of my circle,
I'm being able to open
up and find some older
classman friends that I
can connect to.
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Table 5.4
Emergent Themes (Interview Data) Matching CRP Sub-Tenets

Andre

James

Jack, Terrell,
Brandon

Bridging Home/
School Community
My favorite and most
memorable experience in
chorus was the field-trip
to the State capital
We went to a college, yes,
towards a freshman year
from oh, to Morehouse.
No Data

Common Themes
As previously mentioned, there are seven common themes developed from the
participants’ responses. This section addresses each common theme which support the findings
that CRP has a direct impact on the participants’ decision to continue participating in the chorus
program at SCHS. I discuss the importance of each common theme and how they impact student
involvement and promote positive teacher-student relations. The seven themes are: caring,
cultural heritage, high expectations for all, social engagement/collaboration, student
agency/autonomy/empower students, positive classroom environment, and relationship
development.
Table 5.5
Chart Identifying Common Themes
CRP Tenets Headings
Identity Development
• cultural heritage
• multiple perspectives
• affirmation of diversity
• public validation of homecommunity cultures
Equity/Social Justice
Excellence
• dispositions
• incorporate multicultural
curriculum content
• equal access

Jack
(12th Grade)
Cultural
Heritage

Terrell
(12th Grade)
Cultural
Heritage

Andre
(12th Grade)
Cultural
Heritage

James
(11th Grade)
Cultural
Heritage

Brandon
(11th Grade)
Cultural
Heritage

High
Expectations
for all

High
Expectations
for all

High
Expectations
for all

High
Expectations
for all

High
Expectations
for all

(LGPE)

(LGPE)

(LGPE)

(LGPE)

(LGPE)
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• high expectations for all
Developmental Practices
• learning styles
• teaching styles
• cultural variations in
psychological needs
(motivation, morale,
engagement, collaboration)
Teaching The Whole Child
• skill development in
cultural context
• bridge home, school, and
community
• learning outcomes
• supportive learning
community
• student
agency/autonomy/empower
students
Relationship Development
Teacher/Student Relations
• caring
• relationships
• interaction
• classroom atmosphere
• managing student
emotions

Social
Engagement
Collab.

Social
Engagement
Collaboration

Social
Engagement
Collaboration

Social
Engagement
Collaboration

Social
Engagement
Collaboration

Student
Agency/
Autonomy/
Empower
Students

Student
Agency/
Autonomy/
Empower
Students

Student
Agency/
Autonomy/
Empower
Students

Student
Agency/
Autonomy/
Empower
Students

Student
Agency/
Autonomy/
Empower
Students

Caring

Caring

Caring

Caring

Caring

Positive
Classroom
Environment

Positive
Classroom
Environment

Positive
Classroom
Environment

Positive
Classroom
Environment

Positive
Classroom
Environment

Relationships

Relationships

Relationships

Relationships

Relationships

Caring
To successfully implement CRP as an instructional approach to teaching students from
varying cultures, teachers must care about their students’ academic achievement and emotional
well-being by demonstrating explicit and implicit concern for their students (Howard, 2001). The
following themes were extracted from the student interviews of the Howard (2001) study: caring,
engaging classroom environment, and establishing community. Two of the three themes, caring
and engaging classroom environment, emerged from the responses of the five participants in this
study. James and Andre share the common interest in the third theme (establishing community)
extracted from the Howard study. All five study participants indicated that the teacher caring
about them was one of the most important factors that motivated them to continue participating.
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For example: Terrell stated, “when I realized you actually care, it made me want to do better”
and Andre stated, “he really cares about our futures and he’s someone we can talk to.”
Milner (2008) spoke about the roles male teachers play in the lives of African American
male students, asserting that African American male students’ academic success is highly
contributed to the relationships they have with male school personnel. He spoke about the
concept of ‘other fathering’ where students see their male teachers as father figures. One of the
study participants (Jack) stated “I feel like you like my father. I think we have a good connection
cause you care. I can tell.” Howard (2013) provided a good example of how coaches gain the
respect and trust of their male athletes. This is due to their level of investment, commitment, and
concern they demonstrate towards their male athletes. I find that this team approach and level of
investment and caring environment that coaches create for their athletes work well when creating
an effective CRP classroom environment. Several of my students call me dad or coach and
consider me a friend whom they can trust. Most of my male students view me as a father figure. I
believe there needs to be more male African American teachers impacting the lives of male
African American students because we can serve as role models and surrogate fathers. This
concept of ‘other fathering’ parallels with CRP through positive teacher-student relationships.
Cultural Heritage
When teachers place students’ culture at the center of teaching and learning, they address
a critical component of CRP. Cultural heritage is another common theme that the five
participants share. They each seemed to appreciate learning and experiencing more about their
culture, as well as, learning about the cultural heritages of others. Klingner and Soltero-Gonzalez
(2009) and Kushner (2008) emphasized the need for teachers to always consider culture when
designing appropriate culturally relevant instruction. These authors assert that culture reflects
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religious beliefs, values, learning styles, and human interactions. Kim & Pulido (2015)
recommends that teachers of CRP identify with all students in the classroom and differentiate
lessons as appropriate, discovering the various cultures that exist within the classroom.
As teachers help students learn and identify with their individual cultures, they also learn
and appreciate the cultures that differ from their own. This statement is true as it relates to the
five study participants. They expressed appreciation for the awareness of their own culture and
the culture of others in the classroom. Terrell stated, “You made me aware of songs within my
cultural heritage, and that’s kind of helped me better understand, like my own culture.” They
stated how they enjoyed learning and performing songs from their own cultural heritages like the
spiritual/slave songs ‘Great God A’mighty’ and ‘I Wanna Be Ready’, and the national anthem of
South Africa ‘Nkosi Sikelel iAfrika’. They also spoke highly of the Hebrew song ‘Bashana
Haba’ah’. From my experience with teaching African American students, I realized that students
are more receptive to learning a variety of music genres from various cultures to include standard
choral literature based on western European traditions. Teachers who subscribe to CRP address
the cultures and socio-economic backgrounds of their students, understanding that CRP goes
beyond the classroom to include active involvement in the community and creating partnerships
with parents. Salvador and Kelly-McHale (2017) asserted that teachers who create an inclusive
environment where cultural pedagogy is relevant to all can help students to achieve their
academic potential.
High Expectations For All
Each participant spoke about their positive experience of participating in the Large Group
Performance Evaluation (LGPE). This event is primarily for middle and secondary large
performing groups like band, orchestra, and chorus. Each of these large performing group types
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are separate events where schools convene at a specified location to perform three or four music
selections for judges. The goal is to receive the top rating out of the following: Division I
Superior, Division II Excellent, or Division III Good. The groups would perform required music
selections taken from a State approved repertoire list.
Ladson-Billings (1995) assert that teachers must expect all students to achieve
academically regardless of their race, ethnicity, or socio-economic status, differentiating their
instruction to meet the needs of every student. Preparing choruses through extended rehearsals
during and after school hours to perform at LGPE is a great opportunity for choral directors to
fulfill this academic expectation for all students. LGPE takes place during the second semester of
the academic school year, and every chorus student is expected to participate at LGPE. We start
working on music for LGPE at the beginning of the school year. Chorus students see this event
similar to a choir competition as students strive to achieve the highest rating (Division I
Superior). I set clear performance expectations at the beginning of the school year, encouraging a
team-like environment with student section-leaders and captains. We were fortunate to
participate at LGPE last year on March 5, 2020, prior to the schools closing due to the COVID19 pandemic. We were excited to receive a Division I Superior rating for our performance and a
Division II Excellent rating for sight-reading. The LGPE was cancelled for the 2020-2021 school
year due to COVID-19.
Social Engagement/Collaboration
Social Engagement and Collaboration is the next CRP tenet that emerged as a common
theme between the five study participants. This tenet ranked high on the interest scale as one of
the most memorable activities that stood out to the participants. They enjoy coming together
daily to talk with their friends, many of whom they only get to see during chorus class. They
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enjoy social engagement and collaboration before, during, and after classroom instruction. These
are some of the statements that highlight the impact of social engagement and collaboration:
(Terrell) “The most memorable thing about choir that stands out to me the most was probably
practicing music in the practice room with my friends.” (Jack) “We’re literally family. A
togetherness type feeling. We just create bonds that, you know, will last for life.” (Andre) “And
we all like working as a team. If someone doesn’t understand something like the other person
would help them.”
These feelings and activities are examples of the theoretical framework of this study.
According to Husserl (2012), the father of phenomenology, lived, bodily, in the moment
experiences of social engagement are essential as they translate into knowledge. Similarly,
Dewey (1926) asserted that education is a social engagement between students, connecting
school with their home life. Vygotsky (1964) claimed that “learning awakens a variety of
internal development processes that are able to operate only when the child is interacting with
people in his environment and in cooperation with his peers” (p.90). The infrastructure of large
performing groups is built around cooperative learning and student engagement during chorus
rehearsals, section rehearsals, and concert performances. These musical activities create
meaningful learning activities for students. As Green (1999) states “in order for a musical
experience to occur, musical materials must be organized in such a way as to have relationships,
and these relationships must be perceived in the mind of the listener” (p.161). In this situation,
the listeners are the students participating in music and creating the music experience as
collaborative events.
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Student Agency/Autonomy/Empower Students
Each participant spoke about how performing at concerts made them feel a sense of
empowerment and great accomplishment as they observed the large audience of their peers,
siblings and parents appreciate them by clapping or standing in acknowledgment of a good
performance. They said things like “When I see the audience like clapping and cheering, it
makes me feel like we did a really good job.” “We go to these concerts and perform for people
and see our mom’s and dad’s faces and being proud of how we did throughout this whole school
year.” They also made mention about the socializing aspects of the class and how I “gave them
their freedom to socialize during class at times, which probably made us better as a choir. Being
able to know each other, to talk to each other.” This act of allowing students time to socialize
during class provides them the autonomy and freedom that they enjoy. Some of the participants
also mentioned how section rehearsals are meaningful learning opportunities that they also enjoy
participating in. They spoke about how the section leaders were helpful as they led the section
rehearsals and taught the vocal parts. “We broke out into sections and it’s like we had certain
section leaders in our group when we went to a practice room practicing sight-reading.”
Norgaard (2014) advocates for student-led sectionals asserting that this type of activity promotes
higher-order thinking and creativity. Additionally, assigning student leaders to teach section
rehearsals is another effective way to empower students.
Positive Classroom Environment
Creating a positive classroom environment is a necessary element for the CRP tenets of
caring, cultural heritage, high expectations for all, social engagement/collaboration, and student
agency (Brown-Jeffy & Cooper, 2011). The study participants feel that the chorus room is a
place where they can learn as well as socialize. They consider the chorus room as a location
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where they can hang out after school to practice and spend time with friends. Some of the
statements that the study participants acknowledged about the classroom environment during
their interview allude to this idea, like when Jack stated “I love the classroom its very welcoming
and comfortable. You (meaning the teacher) like to make me leave to get to my next class on
time”, or when Terrell stated “I feel like it’s pretty relaxed and welcoming. That’s what I get
from being in your class” and when Andre stated “Well, it’s a really welcoming environment
where you can be comfortable to talk to anybody and you can just hang out and you feel good.”
Relationship development is the final CRP common tenet. As I addressed each common tenet up
to this point, they each culminate in the development of relationships.
Relationship Development
This final common theme was particularly important to each of the participants. Many of
them established friendships within the chorus class, many of which extend beyond graduation.
They garner the relationships with each other and with the teacher. Bourdieu (1984) asserts that
culture is a process of cultivating close relationships, linking cultural practices to educational
capitol. The students referenced chorus as a means that taught them how to open up and create
new friendships. (Andre) “I developed a lot of friendships with a lot of people, and I learned how
to make friends.” (Terrell) “This class helped me create some lasting friendships. Me and Jack
have known each other since first-grade, but we became close when we got to high school choir
in ninth-grade.” One student spoke about how the relationship between the student and teacher
started out bad, but got better over time. (James) “The relationship from the teacher and the
student wasn’t, you know, as strong as it could be, but just with being around each other,
working with each other, you know, it definitely strengthened.” The social and collaborative
aspect of chorus connects well with the students’ desire to develop positive relationships with
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each other and with the teacher. Even though there were several themes that emerged that are
comparable with CRP tenets, there were many interesting themes that emerged creating alternate
results.
Alternate Results
During my analysis of the In Vivo text from each of the interview transcriptions, I
noticed several emergent themes revealing alternate results that are not necessarily related to
CRP. The themes listed on the NVivo coding chart (Appendix D) revealing the seven common
themes in bold and italicized print, also reveal nonrelated themes that are not bolded or italicized.
Figure 5.2 provides a snapshot of some of the themes listed on the NVivo coding chart that do
not relate to CRP.
Figure 5.2
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Out of 91 total themes, 37 emerged that are not directly related to CRP. I will discuss four of the
non-CRP related themes highlighted in yellow in figure 5.2 (music beyond high school, respect,
student misconduct, and US voting rights) that came from the In Vivo codes from the interview
transcriptions. I selected to highlight non-CRP related themes that has at least three to five codes
assigned to it because it correlates with the level of student interest in the theme. In addition, I
selected student misconduct with two codes because this theme seems most contrary to CRP, and
US voting rights with one code because of its connection with African American civil rights.
Music Beyond High School
This study revealed that students who consistently participate in high school choral
music, tend to engage in various forms of music appreciation or participation beyond high
school. For example: Four of the five study participants expressed an interest in music beyond
high school. Each of the following four study participants discussed how their experience in
choral music helped to develop a greater appreciation for music. Brandon mentioned how he
wants to become a music producer and attend a college that offers music production and
technology. He also stated that he was interested in working in an instrumental and vocal music
position. James expressed his aspirations on becoming a professional music performer. He also
desires to major in vocal performance and sing with the Morehouse College Glee Club. Andre
stated that he wants to major in music in college and become a music producer and piano
teacher. These are all examples of how a positive classroom environment could impact the lives
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of students in ways beyond high school. Terrell was not certain about how he was going to
accomplish his goals with music beyond high school, but he was sure about his desire to become
a music artist. The following is a quote from Terrell referencing his musical aspirations:
Terrell: Yeah, I would like to be an artist. That's my goal. But I don't know
exactly how I'm going to approach that after high school just yet. Not so
I'm. I don't know yet. I'm still trying to work on it.
These are all examples of how a positive choral music classroom could impact the lives of
students in ways beyond high school.
Respect
Respect is another theme that emerged as a result of data analysis and does not directly
relate to CRP. Students are encouraged to respect themselves, others, teachers, and everyone
within the school community. Addressed in the student handbook, respect (the principal that
everyone should be treated with fairness and dignity) is a characteristic and expectation of all
students within the SCHS community. The school motto is “PROUD.” Respect constitutes the
letter ‘r’ from the school motto. The following are some of the verbatim or In Vivo codes from
the participants that describe respect:
Jack: I feel like everybody is respected towards one another. Everybody is
respectful. Nobody talks about anybody's religion, race or ethnicity. And
it's diverse. And everybody is, you know, communicating with each
other.
Brandon: And all races can combine and put the differences aside and to thrive in
the same community, in the same generation and do what's best for
everyone.
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The sentiments that these students express are qualities and behaviors that they and every SCHS
student should have based on the SCHS student code of conduct. This theme (respect) did not
emerge from the data as a result of an impact of CRP.
Student Misconduct
During my interview with Terrell, he spoke about his conduct that he demonstrated in
class a few years ago. As mentioned in chapter four when I introduced Terrell’s narrative
vignette, Terrell originally did not behave appropriately during class violating the school’s
student code of conduct. He found every opportunity to disrupt the class. Student misconduct is
another theme that emerged during data analysis, and is not a CRP tenet. Managing student
misconduct in school is a critical duty and responsibility that teachers learn to acquire.
Administrators evaluate teachers on effective classroom management, which is a key component
of quality teaching and learning. Although effective classroom management is essential for
creating a CRP classroom, having good classroom management skills is not necessarily a direct
result of CRP.
US Voting Rights
The SCHS advanced mixed chorus (concert choir) often represents the school by
participating in performance field-trips each school year. In January 2020, a state representative
invited the SCHS advanced mixed chorus to perform on the stairwell in the atrium of the State
Capitol. The participants spoke about their memorable performance and educational experience
of visiting the State Capitol. In addition to the students performing for the visitors and state
representatives, the representatives registered citizens to vote for the upcoming presidential
election. The field-trip to the State Capitol served two purposes:
1. Concert performance from the SGHS concert choir
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2. Initiative to register 18 year old chorus students to vote
Even though this performance and educational experience impacted many of the students, this is
what Jack had to say about his experience at the State Capitol:
Jack: One of the events that impact me is the event where we went downtown
to the Capitol and it had a positive impact on me because it stood out at.
Not only was it something pertaining to African-Americans, but it was
something pertaining to the nation itself as far as voting and getting
registered to vote.
Although these emergent themes (music beyond high school, respect, student misconduct, and
US voting rights) did not directly relate to CRP, they are important findings to consider for this
research study on African American males’ continued participation in high school chorus.
Implications
The theory of CRP and the impact it has on African American students come with
implications for teacher preparation and professional development. It is important for teachers
who subscribe to this learning environment to realize that effective implementation of CRP does
not only exist within the classroom. A crucial CRP sub-tenet requires teachers actively bridging
home-life and community with the teaching and learning that occurs within the classroom. First,
I will address the following implications: 1. teacher educator’s perspectives on equity and social
justice, 2. the colorblind approach to teaching and learning, 3. the importance of caring, 4. CRP
existing beyond the classroom, and 5. bridging home and community.
Teacher Educator’s Perspectives on Equity and Social Justice
Some educators do not believe equity and social justice issues should be part of teaching
and learning. Based on a Salvador and Kelly-McHale (2017) study, some music education
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teachers do not find it necessary to consider equity and social justice, totally dismissing the idea.
In that study, some teachers believed that including equity and social justice practices is being
too political. These teachers believe that they should treat all students equally during teaching
and learning. They see differentiated instruction as potentially unfair and unjust treatment to
teaching students. If teachers do not appreciate or understand the importance of the need to
consider equity and social justice when educating students, they could unwittingly create
inequities within their classroom. I would implore educators to consider all topics on equity and
social justice. This is critical for equity and compliance in teaching and learning and avoids the
colorblind approach.
According to Williams and Land (2006), colorblindness is teaching all students using the
same approach to pedagogy which can bring “all students to the normalized white standard of
music education” (p. 579). A differentiated approach to instruction, considering the cultural,
socio-economic and ethnical backgrounds of the students in the classroom, would help to avoid
inequities in education. Ladson-Billings (1995) introduced her theory of culturally relevant
pedagogy as a teaching practice for educators to best teach African American students in a world
where United States (US) education was based mainly on western European standards. LadsonBillings believed that students should be able to see their themselves in the lessons. Equity and
social justice for African American students in K-12 education motivated Ladson-Billings (1995;
2001; 2014). She prescribed CRP as a means to equip teachers with the knowledge to best
educate students from various cultures that often differ from that of the teacher. Using CRP, my
study addresses the need for a pedagogy designed to meet the academic needs of African
American male students in chorus. The challenge here is urging all teachers to view equity and
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social justice in education as a standard practice and using CRP as an effective means towards
equity and compliance.
The Importance of Caring
Caring is one of the most essential CRP tenets. Students can tell when teachers are
unconcerned and do not care about them. All five study participants mentioned in their interview
that one of the major reasons they continued participating in chorus was because the teacher
cares. I would recommend to teachers to foster a positive, caring relationship with all students
when implementing a CRP classroom, realizing that CRP goes beyond classroom activities and
interactions (Ladson-Billings, 1995; 2009; 2014). I do not believe it is possible for teachers to
successfully use CRP without caring about their students’ emotional and academic well-being. I
often hear teachers expressing how they care about their students, they have a passion for
teaching, and they love what they do as reasons for choosing education as their career. Most
teachers know the importance of caring because they do care and see the impact caring has on
their students’ academic achievement.
CRP Existing Beyond the Classroom
Effective use of CRP does not only exist within the classroom. It is crucial for teachers to
create partnerships with their students’ parents and guardians. CRP practices require learning the
cultures of each student, and the best way to accomplish this is to establish relationships with
parents. Teachers should consider inviting parents into their classes and should welcome any
opportunities for parents to volunteer. Since most high school choral programs have large chorus
classes with many students, organizing a parent volunteer group or booster club could assist with
the efforts of bridging home and community with the classroom.
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Further, I organize academic and performance field trips for my students. My advanced
choral groups (Advanced Mixed and Advanced Women) performed at the Governor’s mansion
in 2018, the Advanced Mixed chorus performed at the State Capitol in 2020, and each year, I
took all male students on an annual field trip to a historically Black university to participate in a
choral performance and workshop. This community engagement motivated many of my students
to major in music in college or pursue careers in performing arts.
Bridging Home and Community with The Classroom
A few practical ways teachers can bridge home and community with the classroom is by
acquainting themselves with the communities in which their students live (Brown-Jeffy &
Cooper, 2011). Driving around the community and visiting some of the local businesses to
establish potential relationships, fundraising possibilities, or to seek business sponsorships are
great ways to connect with the community. Creating activities and projects that involve students
doing presentations about their culture, such as cultural awareness projects that involves things
like singing, dancing, or fashion connects home with the classroom. The students could take
ownership of activities and learn about the various cultures of their peers. These types of studentled projects give them the autonomy, agency, and voice into their learning.
Final Thoughts
I conducted this research to understand those factors that attracted African American
male students to chorus, and what motivated them to continue in chorus. As I reflect on this
experience, I realized that often students view their teachers as role models and look to us for
personal, emotional, and academic support. Many of them come from living situations where
they live with one parent (the other parent is estranged or deceased), or they live with legal
guardians or grandparents. When students realize that their teachers care about them, these
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students tend to try harder to become high achievers in class. They seek the approval of their
teachers and confide in them about issues. Students view teachers as role models and often as
parental figures. The relationship that my students and I have is a direct reflection of the
relationship I had with my high school chorus teacher. Considering the impact that my chorus
teacher had on me as a high school student and how that experience influenced my life, it is my
desire to have that same impact on my students.
If educators really want to make a difference in their students’ lives, they should
consider culturally relevant pedagogy as Ladson-Billings (1995) prescribed. The theory of
culturally relevant pedagogy provides educators with the tools to better teach African American
students and students from cultures that are different from the teacher. Partnering with parents
early and consistently will help in creating a culturally relevant environment, bridging home and
community with the classroom. Additionally, I would never recommend implementing a ‘one
size fits all’ approach to teaching kids because every child is different. They have different
learning styles, ethnicities, and come from different socio-economic and cultural backgrounds.
Another concept that is highly effective is allowing students time to collaborate and
interact with each other. Relationship development is important to students. Students enjoy
communicating with each other and establishing new friendships. If managed appropriately, this
form of collaboration amongst students could promote the positive classroom environment that
makes students feel welcome. The participants of this study expressed how the social,
collaborative, and engaging aspects of chorus helped them to better understand who they are as
individuals.
The last point of consideration is the idea of allowing students to take ownership and
agency in their learning by allowing students to have a voice. Wright (2008) wrote about the
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need for secondary schools to ensure music making reflect students’ musical interests, giving
them ‘voice’ in what they learn. She recommended acknowledging students’ social and cultural
music preferences and identities as they relate to a particular genre or style such as “hip-hoppers,
rappers, club-dance fans, or metallica fans” (p. 390), thereby allowing students to see themselves
in lessons and pedagogy.
Suggestions for Further Research
This study expands on current empirical studies regarding CRP and teaching strategies to
best educate African American students. Ladson-Billings (2014) expanded on her earlier
research recommending that CRP is a teaching theory designed to equip teachers to best educate
students from cultures different from that of the teacher. My study focused specifically on the
impact CRP has on African American male students in chorus. I limited my focus to African
American male students involved in chorus due to the challenges choral directors face with
recruiting and retaining males in their choral programs. I realized during my review of the
literature that there were gaps in the literature. There was a limited amount of research that
focused on recruitment and retention strategies to attract and retain male students in chorus,
particularly African American male students. I plan to conduct further research regarding this
topic in the effort to expand on current studies. I would recommend more music educators to
research this topic to help build on the existing literature. Effective use and implementation of
CRP in a choral classroom could promote more student participation and retention of students,
including African American male students.
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APPENDICES
Appendix A
Semi-Structured Interview Questions
1. What grade are you currently?
2. How many years have you participated in high school chorus?
3. What is your vocal part or section that you sing in?
4. What are some of the most memorable experiences about your high school chorus that
you can recall?
5. What are the types of chorus classes did you take and are currently taking?
6. Thinking back on your entire high school chorus experience, explain why chorus is
important to you.
7. What are some of the songs that your chorus sing? (Which one’s do you like the most?)
8. Reflecting back on your choral performance experiences, what are some of the most
memorable events that you can discuss that left a positive impact on you?
9. What are some of the most memorable things in-general about chorus that stand out to
you?
10. Describe some of the activities (not necessarily performances) you experienced in chorus
that have a lasting impact on you personally? (In what ways do these experiences impact
you?)
11. Describe how the students interact with each other.
12. How have your high school choral experience fostered lasting social relationships?
13. In what ways does your high school chorus teacher try to understand and relate to you
personally?
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14. Describe your feelings, opinions, or beliefs about how your chorus teacher feel about her
students.
15. In what ways do your high school choral experience develop you culturally?
16. Often times more diverse choral programs empower students to appreciate diversity
become more culturally aware of the ethnic backgrounds of other students. How has
your high school chorus experience empowered you in ways that enabled you to be more
politically astute as it relates to diverse cultures?
17. Describe the most important things about chorus that inspired you to continue
participating each year.
18. Describe how your teacher-student interactions in chorus developed you personally
and/or academically?
19. What is it like for you being a male in chorus?
20. What are your plans for music performance and participation after you graduate high
school?
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Appendix B
Student Assent Form
Title: Examining the Impact Culturally Relevant Pedagogy Has on The Continued Participation

of African American Male Chorus Students in A High School Chorus Classroom
Principal Investigator: Dr. Chantee Earl
Student Principal Investigator: Lawrence Robinson
Hello
I want to understand the reasons why you remained in chorus each year.
Your role in the study will last two meeting sessions for 45-60 minutes over a period of two weeks.
I will ask you to talk about your experience in chorus.
You won’t get hurt or harmed if you participate in this study.
I can’t pay you anything to be in the study. You won’t benefit at all. We hope you will learn important
things about your experience in chorus. There will be 5 study participants. I will collect written and visual
data in addition to interviews.
What do we want?
I want you to talk about what you like and dislike about chorus.
What will you do?
If you want to participate, there will be 2 meeting sessions of 45-60 minutes over a period of two weeks.
We will meet in the chorus room.
You can stop at any time.
You do not have to be in this study, and your parent(s)/legal guardian(s) cannot make you be in it.
You can change your mind or stop if you want to.
Risks
In this study, you will not have any more risks than you would in a normal day of life. No injury is
expected from this study. If you feel you have been hurt, call the research team as soon as possible.
Georgia State University and the research team have not set aside money for any injury.
Benefits
Participants will not benefit directly from the research, but I seek understand the motivating factors that
caused the study participants to continue participating in chorus.
Confidentiality
We will keep your records private to the extent allowed by law. The following people and entities will
have access to the information you provide:
• Dr. Chantee Earl and Mr. Lawrence Robinson
• GSU Institutional Review Board
• Office for Human Research Protection (OHRP)
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We will use a study participation number rather than your name on study records. The information you
provide will be stored on password- and firewall-protected computers. The identification participation
number key will be stored separately from the data to protect your privacy.
When we present or publish the results of this study, we will not use your name or other information that
may identify you.
Contact Information

Lawrence Robinson at 770-243-9714 or lrobinson54@student.gsu.edu or Dr. Chantee Earl at
412-865-7007 or cearl@gsu.edu if you have questions about the study. You may
also call us if you have questions or believe you were hurt in the
study.
•
•

If you have questions about the study or your part in it
If you have questions, concerns, or complaints about the study

Assent
We will give you a copy of this assent form to keep.
If you are willing to volunteer for this research, please sign below.
____________________________________________
Printed Name of Participant
____________________________________________
Signature of Participant

_________________
Date

_____________________________________________
Principal Investigator or Researcher Obtaining Consent

_________________
Date
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Appendix C
Parental Permission Form
Title: Examining the Impact Culturally Relevant Pedagogy Has on The Continued Participation
of African American Male Chorus Students in A High School Chorus Classroom
Principal Investigator: Dr. Chantee Earl
Student Principal Investigator: Lawrence Robinson
Introduction and Details
I am asking your son to be in a research study. Your son does not have to participate if he does
not want to. It is up to you and your son to decide to participate. I want to find out why your son
chose to remain in choir and participate each year. I will ask your son questions about his
experience in choir to find out why he chose choir each year. This study will not harm your son
at all, and he will not receive any money for being in the study. I am hope I can gain valuable
information that could help teachers improve on how we educate students.
Procedures
I will meet your son in person in the chorus room for two separate 45-60 minute interviews after
school. The total process will take up to 2 hours over 2 weeks. Your son can answer each
question in detail while I take notes. There will be 5 study participants. I will collect both visual
and written data in addition to the interviews.
Future Research
I hope the study will add to existing research and improve on education.
Voluntary Participation and Withdrawal
Your son does not have to be in this study. If you decide to permit your son to be in the study
and change your mind, you have the right to drop out at any time. Your son may skip questions
or stop at any time.
Confidentiality
I will keep everything private by law. The only people with access to your son’s information:
• Lawrence Robinson and Dr. Chantee Earl
• Georgia State University
• Gwinnett County Public Schools
Audio-recorded files will be stored in a password-protected laptop. Hard copy data will be stored
in a locked file cabinet. Consent forms will be stored separately from the data. Electronic data
will be kept safe through laptop encryption. We will use a pseudonym rather than your son's
name on study records. When we present or publish the results of this study, we will not use your
son's name or other information that may identify him. If identifiable data are inadvertently
collected, it will not be transcribed. Original audio-recordings and any links to identifiable data
will be destroyed after 5-10 years.
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Risks
In this study, you will not have any more risks than you would in a normal day of life. No injury
is expected from this study. If you believe you have been hurt, call the research team as soon as
possible. Georgia State University and the research team have not set aside money to pay for any
injury.
Benefits
Participants will not benefit directly from the research, but I seek understand the motivating
factors that caused the study participants to continue participating in chorus.
Alternatives
The alternative to taking part in this study is to not take part in the study.
Contact Information
Lawrence Robinson at 770-243-9714 or lrobinson54@student.gsu.edu or Dr. Chantee Earl at
412-865-7007 or cearl@gsu.edu if you have questions about the study. You may
also call us if you have questions or believe you were hurt in the
study.
Consent:
I will give you a copy of this parent permission slip. If you will let your son be in the study,
please sign.

Participant/Child’s Name: _________________________________

___________________________________
Print Parent/ Legal Guardian’s Name

____________
Date

___________________________________
Signature

__________________________________
Principal Investigator or Researcher Obtaining Consent

_____________
Date
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